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ABSTRACT	  
	  






Advisor:	  Scott	  Burnham	  
	  
This	  dissertation	  is	  a	  defense	  of	  the	  value	  of	  score	  alteration	  in	  virtuosic	  piano	  
repertoire.	  	  Score	  alteration	  is	  a	  performance	  practice,	  much	  heard	  during	  the	  so-­‐called	  
“Golden	  Age”	  of	  pianism,	  in	  which	  pianists	  would	  freely	  modify	  the	  score	  in	  order	  to	  suit	  
their	  interpretation	  and	  make	  their	  performances	  more	  effective.	  	  In	  our	  present	  age	  of	  
urtext	  editions	  and	  absolute	  fidelity	  to	  the	  score,	  I	  believe	  that	  a	  re-­‐examination	  of	  score	  
alteration	  is	  crucial	  to	  any	  modern	  performer.	  	  	  
	   I	  have	  examined	  numerous	  recordings	  and	  performances	  (many	  of	  them	  rare	  
and	  not	  commercially	  released),	  to	  explore	  how	  the	  practice	  of	  score	  modification	  has	  
evolved	  over	  time.	  	  I	  also	  looked	  closely	  at	  the	  scores	  of	  Franz	  Liszt,	  a	  seminal	  figure	  in	  
the	  art	  of	  score	  alteration;	  Liszt’s	  revisions	  of	  his	  own	  piano	  works,	  and	  his	  additions	  to	  
the	  piano	  works	  of	  others,	  are	  a	  trove	  of	  evidence	  of	  Liszt’s	  own	  performance	  practice.	  
	   In	  our	  own	  era,	  performers	  often	  feel	  compelled	  to	  respect	  the	  letter	  of	  the	  
score,	  perhaps	  at	  the	  expense	  of	  the	  spirit.	  	  In	  this	  document,	  I	  would	  like	  to	  
	   v	  
demonstrate	  that,	  for	  many	  of	  the	  great	  performers	  of	  the	  past,	  modification	  and	  
improvisation	  were	  crucial	  tools	  for	  navigating	  virtuoso	  piano	  music.	  	  Those	  tools	  have	  
lost	  none	  of	  their	  value,	  and	  they	  are	  still	  available	  to	  performers	  today.	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“The	  score	  is	  fixed,	  and	  its	  instructions	  are	  an	  infallible,	  inviolable	  canon.	  	  Interpretation	  
is	  thereby	  limited,	  even	  condemned	  to	  the	  integers	  and	  integrations	  posed	  by	  the	  score,	  
an	  ever-­‐demanding	  priest	  of	  Authority.	  	  Stray	  from	  its	  boundaries	  and	  you	  are	  branded	  
heretic,	  infidel,	  or	  genius.	  	  Nevertheless,	  to	  fixate	  on	  the	  surface	  of	  the	  score	  is	  to	  cheat,	  
cheating	  life,	  cheating	  the	  bewildering	  mixture	  of	  continuity	  and	  contingency	  which	  is	  
the	  nature	  of	  life	  and	  the	  charm	  of	  music.”1	  –	  Russell	  Sherman
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1 Russell Sherman, Piano Pieces (New York: North Point Press, 1997), 138. 




The	  role	  of	  the	  score	  and	  the	  performer’s	  relationship	  with	  it	  
	  
Every	  musician	  has	  a	  personal	  way	  of	  approaching	  a	  new	  piece	  of	  music.	  	  
Learning	  a	  piece	  and	  preparing	  it	  for	  performance	  requires	  a	  process	  that	  involves	  
various	  stages	  of	  practice	  to	  build	  procedural	  memory.	  	  The	  knowledge	  of	  a	  musical	  
work	  is	  acquired	  through	  muscle	  memory,	  intellectual	  analysis,	  and	  aural	  skills.	  	  
However,	  the	  sequence	  of	  this	  process	  varies	  and	  is	  idiosyncratic	  to	  each	  musician.	  	  
From	  young	  students	  to	  professionals,	  everyone	  has	  different	  ways	  of	  learning	  and	  
absorbing	  music;	  some	  people	  rely	  more	  on	  aural	  skills	  while	  others	  rely	  on	  visual	  cues.	  	  
Even	  if	  the	  score	  is	  already	  thoroughly	  in	  his	  or	  her	  inner	  ear,	  at	  some	  point,	  the	  
musician	  must	  inevitably	  reckon	  with	  the	  score	  itself,	  i.e.,	  the	  notation.	  	  The	  information	  
provided	  in	  the	  score	  by	  the	  composer	  and	  editor	  is	  not	  always	  the	  primary	  source	  for	  
everyone,	  as	  some	  people	  prefer	  to	  learn	  by	  listening	  to	  a	  recording	  to	  get	  a	  general	  
idea	  of	  the	  piece	  before	  they	  thoroughly	  read	  through	  the	  score.	  	  Particularly	  in	  the	  case	  
of	  a	  famous	  composition,	  say,	  the	  Moonlight	  Sonata	  by	  Beethoven,	  the	  seeds	  have	  been	  
planted	  in	  one’s	  ear	  long	  before	  one	  looks	  at	  the	  score	  of	  that	  composition,	  and	  
inevitably	  will	  influence	  the	  process	  of	  learning	  the	  work	  as	  a	  performer.	  
For	  instance,	  in	  my	  own	  experience	  as	  a	  performer,	  I	  have	  noticed	  that,	  if	  I	  am	  
learning	  a	  well-­‐known	  work,	  more	  often	  than	  not	  I	  already	  have	  a	  general	  
preconception	  of	  it	  in	  terms	  of	  tempo,	  mood	  and	  character.	  I	  even	  have	  a	  sense	  of	  how	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the	  notation	  might	  appear	  in	  the	  score,	  before	  ever	  laying	  eyes	  on	  it.	  	  In	  some	  cases,	  I	  
might	  even	  be	  able	  to	  play	  a	  considerable	  portion	  of	  the	  piece	  by	  ear	  before	  I	  get	  my	  
hands	  on	  a	  copy	  of	  the	  score.	  	  As	  a	  piano	  teacher,	  I	  have	  gathered	  that	  the	  
overwhelming	  majority	  of	  young	  children,	  especially	  beginners,	  tend	  to	  rely	  on	  learning	  
music	  aurally.	  	  Many	  of	  them	  will	  try	  to	  memorize	  the	  piece	  as	  soon	  as	  possible	  in	  order	  
to	  avoid	  reading	  the	  score.	  	  This	  is	  not	  to	  say	  that	  they	  are	  lazy	  or	  intellectually	  
undeveloped,	  but	  aural	  reception	  seems	  to	  be	  the	  most	  effective	  and	  immediate	  way	  to	  
learn	  music,	  especially	  at	  a	  young	  age,	  and	  the	  learning	  processes	  of	  children	  prove	  that	  
they	  instinctively	  relate	  to	  music	  in	  an	  aural	  rather	  than	  a	  visual	  way.	  	  Some	  of	  my	  
students	  and	  their	  parents	  often	  ask	  to	  video-­‐record	  my	  demonstration	  of	  the	  pieces	  
they	  are	  working	  on	  to	  ensure	  that	  they	  are	  playing	  it	  correctly	  when	  they	  practice.	  	  
More	  often	  than	  not,	  I	  decline	  the	  request,	  particularly	  if	  the	  students	  have	  not	  done	  
their	  part	  of	  the	  work.	  	  The	  reason	  is	  that	  children	  will	  not	  develop	  their	  reading	  skills	  
and	  will	  simply	  learn	  pieces	  by	  ear,	  which	  may	  prove	  problematic	  as	  they	  continue	  with	  
their	  studies.	  	  As	  for	  the	  older	  students	  and,	  surprisingly,	  even	  many	  of	  my	  professional	  
colleagues,	  I	  have	  noticed	  that	  listening	  to	  a	  recording	  before	  or	  while	  they	  are	  learning	  
a	  piece	  of	  music	  is	  generally	  favored	  and	  often	  utilized,	  particularly	  when	  they	  desire	  to	  
speed	  up	  the	  learning	  process.	  	  This	  is	  particularly	  true	  when	  it	  comes	  to	  conductors,	  
who	  do	  not	  have	  any	  direct	  contact	  with	  the	  production	  of	  sound.	  
There	  are	  also	  pedagogues	  preaching	  the	  importance	  of	  not	  listening	  to	  
recordings	  of	  a	  composition	  until	  one	  is	  capable	  of	  playing	  the	  piece	  in	  order	  to	  avoid	  
any	  kind	  of	  imitations	  or	  false	  preconceptions.	  	  Both	  students,	  on	  an	  instinctive	  level,	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and	  professionals,	  on	  a	  more	  mature	  level,	  prefer	  to	  have	  some	  kind	  of	  sonic	  
preconception	  before	  they	  dig	  deeper	  into	  the	  score,	  because	  music	  is	  essentially	  sound,	  
and	  the	  score	  itself	  is	  a	  relatively	  limited	  and	  abstract	  representation.	  	  I	  have	  always	  
been	  taught	  that	  having	  a	  preconception	  of	  a	  work	  is	  unhealthy,	  as	  the	  interpretation	  I	  
listen	  to	  may	  easily	  creep	  into	  my	  subconscious	  and	  consequently,	  I	  will	  unintentionally	  
reproduce	  someone	  else’s	  interpretation	  rather	  than	  my	  own.	  	  One	  can	  argue	  that	  the	  
young	  students	  are	  lazier	  and	  therefore	  they	  rely	  on	  their	  auditory	  sense,	  but,	  by	  that	  
standard,	  the	  professionals	  are	  no	  better	  when	  they	  take	  the	  same	  shortcut.	  
One	  of	  the	  most	  important	  tasks	  for	  any	  responsible	  musician	  is	  to	  absorb	  and	  
then	  assimilate	  everything	  written	  in	  the	  score	  –	  including	  notes,	  articulations,	  
dynamics,	  tempo	  indications	  –	  and	  reproduce	  them	  accurately.	  	  At	  the	  same	  time,	  when	  
one	  actually	  performs	  the	  work,	  one	  aims	  for	  true	  spontaneity,	  the	  nuances	  and	  
subtleties	  and	  shades	  of	  meaning	  that	  can	  never	  be	  notated.	  	  Gustav	  Mahler	  famously	  
said	  that	  the	  score	  tells	  you	  everything	  you	  need	  to	  know,	  except	  the	  essentials.2	  	  This	  is	  
actually	  an	  ironic	  remark	  coming	  from	  Mahler,	  as	  he	  is	  extremely	  meticulous	  and	  
detailed	  with	  performance	  instructions	  in	  the	  scores	  of	  his	  symphonies.	  	  Nevertheless,	  
Mahler	  knew	  what	  the	  true	  essentials	  were	  in	  music	  and	  understood	  that	  the	  score,	  
even	  when	  marked	  with	  great	  detail	  and	  filled	  with	  informative	  performance	  
instructions,	  still	  cannot	  capture	  all	  the	  necessary	  nuances.	  	  Musicians	  of	  the	  highest	  
artistic	  caliber	  know	  the	  score	  so	  well	  that	  they	  know	  the	  score	  is	  not	  enough.	  	  Alfred	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
2 According to Caio Pagano in the documentary, Imagine Being a Concert Pianist, Directed 
by Rupert Edwards (London: BBC, July 6, 2005).   
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Cortot’s	  revelatory	  recordings	  prove	  to	  us	  that	  there	  is	  so	  much	  more	  to	  the	  music	  than	  
what	  the	  score	  is	  capable	  of	  indicating.	  	  Even	  though	  the	  score	  of	  Chopin’s	  Etude	  in	  E	  
major,	  op.	  10,	  no.	  3	  is	  filled	  with	  indicated	  rubato	  (stretto	  and	  ritenuto),	  the	  way	  Cortot	  
creates	  temporal	  elasticity	  through	  the	  push	  and	  pull	  of	  the	  inner	  voices,	  along	  with	  a	  
melodic	  sense	  that	  evokes	  the	  greatest	  singers,	  defy	  the	  very	  idea	  of	  strict	  notation.	  	  	  
Every	  musician’s	  relationship	  with	  the	  score	  is	  different	  and	  highly	  personal.	  	  This	  
also	  suggests	  that	  the	  role	  of	  the	  score	  carries	  a	  different	  meaning	  from	  musician	  to	  
musician.	  	  Pianist	  and	  conductor	  Daniel	  Barenboim	  claims	  that	  “the	  composer’s	  notation	  
is,	  in	  some	  respects,	  much	  more	  approximate	  than	  people	  like	  to	  think	  […]	  this	  question	  
of	  truthful[ness]	  to	  the	  letter,	  it	  doesn’t	  really	  exist.”	  	  He	  then	  adds,	  “Because	  the	  score	  
is	  not	  the	  truth.	  	  The	  score	  is	  not	  the	  piece.	  	  The	  Piece	  is	  when	  you	  actually	  bring	  it	  into	  
sound.”3	  	  For	  Barenboim,	  the	  printed	  score	  is	  not	  music;	  there	  is	  no	  sound	  until	  a	  
performer	  produces	  what	  is	  written	  in	  the	  score	  on	  a	  musical	  instrument.	  	  By	  that	  
standard,	  music	  only	  exists	  when	  there	  is	  sound,	  and	  the	  score	  merely	  serves	  as	  a	  point	  
of	  departure.	  	  The	  dots	  and	  lines	  and	  any	  other	  information	  indicated	  in	  the	  score	  need	  
to	  be	  translated	  and	  transformed	  into	  sound	  that	  conveys	  human	  emotions.	  	  
Presumably,	  Mahler	  would	  have	  agreed	  with	  Barenboim’s	  ideas.	  
Another	  eminent	  pianist,	  Alfred	  Brendel	  emphatically	  disagreed	  with	  Barenboim	  
(although	  without	  naming	  him)	  in	  a	  lecture	  he	  gave	  at	  the	  Salzburg	  Festival,	  entitled	  
Lights	  and	  Shades	  of	  Interpretation.	  	  As	  he	  argued:	  “the	  life	  of	  a	  work	  is	  already,	  to	  a	  
large	  extent,	  if	  latently,	  encapsulated	  in	  the	  score.	  	  In	  the	  performance,	  this	  latent	  life	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
3 Daniel Barenboim and Edward Said (Parallels and Paradoxes: Explorations in Music and 
Society (New York: Vintage Book, 2002), 33. 
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should	  become	  manifest.	  	  It	  is	  the	  performer’s	  privilege	  to	  kiss	  the	  work	  awake,	  no	  more	  
and	  no	  less.”	  	  Brendel	  preaches	  absolute	  fidelity	  to	  the	  letter	  of	  the	  score.	  	  	  
The	  view	  espoused	  by	  Mahler	  and	  Barenboim	  considers	  the	  score	  as	  a	  relatively	  
limited	  source	  of	  information	  and	  cues	  left	  by	  the	  composer,	  and	  therefore,	  has	  no	  life,	  
musically	  speaking.	  	  This	  view	  suggests	  that	  the	  score	  is	  only	  the	  starting	  point,	  and	  it	  
opens	  the	  door	  for	  the	  performer	  to	  take	  interpretive	  ownership	  to	  bring	  the	  music	  alive	  
and	  communicate	  it	  to	  the	  audience	  in	  a	  personalized	  manner.	  	  According	  to	  Barenboim,	  
music	  is	  sound,	  not	  sheets	  of	  paper	  with	  dots.	  	  According	  to	  Brendel,	  however,	  the	  score	  
is	  a	  living	  entity,	  a	  view	  that	  pays	  more	  respect	  to	  the	  actual	  notation	  written	  by	  the	  
composer;	  however,	  in	  acknowledging	  that	  music	  is	  already	  alive	  in	  the	  score,	  this	  belief	  
greatly	  diminishes	  the	  role	  of	  the	  performer	  and	  limits	  his	  or	  her	  personal	  voice.	  	  The	  
performer	  becomes	  simply	  a	  conduit	  from	  the	  score	  to	  the	  audience.	  	  	  
Perhaps	  there	  is	  a	  middle	  ground	  between	  these	  two	  schools	  of	  thought.	  	  
Philosopher	  Morris	  Grossman	  states	  that	  “the	  score	  is	  desired	  neither	  because	  it	  
prescribes	  performances	  with	  exactness,	  nor	  because	  it	  allows	  for	  endless	  freedoms,	  
leeways	  and	  departures.	  	  […]	  It	  establishes	  standard	  and	  persistent	  parameters	  for	  
certain	  kinds	  of	  obedience	  and	  certain	  kinds	  of	  originality.	  	  It	  is	  a	  vehicle	  for	  creating	  the	  
possibility	  of	  varied	  performances	  within	  a	  particular	  framework	  of	  strictures	  and	  of	  
freedoms.”4	  	  The	  importance	  of	  setting	  parameters	  for	  each	  composition	  is	  crucial,	  as	  
that	  is	  the	  only	  way	  the	  composer	  has	  any	  control	  of	  the	  actual	  music-­‐making.	  	  The	  
score	  informs	  the	  performer	  of	  the	  composer’s	  intentions	  through	  notes,	  rhythms,	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
4 Morris Grossman, Performance and Obligation (University Park: The Pennsylvania State 
University Press, 1994), 260. 
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articulations,	  tempo	  markings,	  and	  expressive	  indications,	  which	  seems	  to	  be	  a	  
sufficient	  amount	  of	  information.	  	  However,	  ultimately,	  the	  score	  of	  a	  composition	  itself	  
cannot	  possibly	  provide	  everything	  one	  needs	  to	  know.	  	  The	  two	  most	  relevant	  factors	  
beyond	  the	  limits	  of	  the	  score	  are	  historical	  context,	  and	  an	  understanding	  of	  the	  
composer’s	  oeuvre	  as	  a	  whole.	  	  This	  is	  why	  the	  most	  successful	  performers	  are	  also	  
usually	  the	  most	  well-­‐informed.	  	  For	  instance,	  a	  pianist’s	  interpretation	  of	  a	  piano	  
sonata	  by	  Beethoven	  would	  be	  enriched	  if	  he	  or	  she	  is	  familiar	  with	  Beethoven’s	  
symphonies	  and	  string	  quartets,	  as	  well	  as	  pianos	  from	  Beethoven’s	  era.	  
Grossman	  states	  that	  the	  relationship	  a	  performer	  has	  with	  the	  score	  requires	  a	  
sense	  of	  balance.	  	  His	  prescribed	  framework	  of	  strictures	  needs	  to	  be	  learned	  and	  
assimilated	  in	  order	  for	  the	  performer	  to	  feel	  the	  utmost	  sense	  of	  freedom.	  	  Artistic	  
freedom	  comes	  only	  after	  obtaining	  a	  thorough	  understanding	  of	  the	  score,	  and	  it	  is	  
only	  then	  that	  the	  music	  comes	  alive	  when	  it	  is	  being	  performed.	  	  Barenboim	  once	  said	  
that	  the	  purpose	  of	  rehearsals	  is	  not	  for	  the	  performer	  to	  learn	  to	  reproduce	  and	  repeat	  
the	  music	  precisely	  the	  same	  way	  in	  the	  concert,	  but	  rather,	  the	  purpose	  is	  to	  condition	  
oneself	  so	  that	  the	  music	  can	  be	  brought	  forth	  freely	  and	  spontaneously	  in	  the	  concert.	  	  
This	  is	  similar	  to	  what	  Grossman	  says	  about	  the	  score.	  	  There	  is	  a	  way	  that	  the	  score	  can	  
be	  utilized	  so	  that	  the	  performances	  do	  not	  sound	  exactly	  the	  same	  from	  one	  to	  
another.	  	  If	  every	  performance	  of	  the	  same	  piece	  sounds	  identical,	  then	  the	  humanistic	  
element	  of	  music-­‐making	  is	  ultimately	  extinguished.	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Toward	  the	  immutable	  score:	  Beethoven	  as	  the	  turning	  point	  
	  
In	  the	  Baroque	  era,	  a	  significant	  amount	  of	  what	  was	  played	  did	  not	  actually	  
appear	  in	  the	  score.	  	  This	  includes	  ornamentation,	  the	  realization	  of	  figured	  bass,	  and	  
the	  improvisation	  of	  preludes	  and	  fantasias,	  which	  were	  all	  part	  of	  standard	  
performance	  practice.	  	  In	  the	  Bärenreiter	  edition	  (an	  urtext	  edition)	  of	  the	  passacaglia	  
movement	  of	  Bach’s	  Capriccio	  on	  the	  Departure	  of	  a	  Most	  Beloved	  Brother,	  for	  example,	  
the	  score	  only	  contains	  the	  melodic	  line	  along	  with	  figured	  bass	  (the	  visual	  effect	  is	  
strikingly	  sparse),	  whereas	  the	  Peters	  edition	  includes	  realization	  of	  the	  figured	  bass	  
plus	  dynamic	  and	  articulation	  markings.	  	  The	  pianist	  would	  never,	  and	  should	  never,	  
merely	  play	  the	  notes	  that	  are	  printed	  in	  the	  Bärenreiter	  edition.	  
	  
Examples	  1.1,	  Bach,	  Capriccio	  on	  the	  Departure	  of	  a	  Most	  Beloved	  Brother,	  III.	  Ist	  ein	  
allgemeines	  Lamento	  der	  Freunde,	  mm.	  1-­‐13:5	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
5 Note that the autograph of this work does not exist.  The Bärenreiter edition is based on 
the Möller manuscripts and the Andreas Bach Book.  
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The	  impression	  given	  by	  these	  two	  editions	  is	  vastly	  different	  —	  and	  the	  two	  editions	  
could	  be	  equally	  surprising	  to	  a	  performer	  who	  has	  only	  heard	  the	  piece.	  	  The	  score	  is	  
miles	  distant	  from	  the	  reality	  of	  performance.	  
	   Similarly,	  when	  an	  opera	  by	  Monteverdi	  was	  performed	  during	  the	  Baroque	  era,	  
the	  singers	  would	  read	  from	  a	  score	  that	  indicated	  nothing	  more	  than	  the	  fundamental	  
melodic	  line	  and	  the	  figured	  bass,	  while	  the	  singers	  decorated	  the	  melody	  with	  
elaborate	  ornaments.	  	  This	  performance	  practice	  from	  the	  Baroque	  era,	  is	  similar	  to	  
what	  jazz	  musicians	  do	  in	  the	  modern	  era.	  	  Jazz	  musicians	  read	  from	  a	  lead	  sheet	  (also	  
referred	  to	  as	  a	  chart)	  that	  presents	  nothing	  more	  than	  the	  tune,	  or	  the	  melodic	  line,	  to	  
be	  exact,	  along	  with	  the	  changes	  (“changes”	  basically	  means	  “chords”	  in	  jazz	  
terminology).	  	  It	  is	  up	  to	  the	  musicians	  to	  improvise	  all	  other	  elements	  and	  fill	  in	  the	  rest	  
of	  the	  texture.	  	  The	  notation	  represents	  a	  minute	  percentage	  of	  the	  end	  result	  in	  
performance,	  not	  to	  mention	  that	  no	  two	  performances	  are	  ever	  identical,	  due	  to	  the	  
improvised	  nature	  of	  the	  enterprise.	  	  One	  of	  the	  most	  important	  skills	  a	  jazz	  musician	  
must	  possess	  is	  the	  ability	  to	  take	  a	  given	  harmonic	  structure	  –	  like	  a	  keyboardist	  in	  a	  
Baroque	  ensemble	  –	  and	  alter	  the	  chord	  changes	  of	  a	  song	  like	  a	  painter	  coloring	  a	  
canvas.	  	  The	  constant	  alteration	  of	  the	  basic	  elements	  of	  a	  song	  is	  what	  keeps	  the	  music	  
continuously	  alive	  and	  unpredictable.	  	  I	  shall	  further	  discuss	  the	  similarity	  between	  
classical	  and	  jazz	  music	  in	  the	  final	  chapter	  of	  my	  dissertation.	  	  
A	  modern	  urtext	  edition	  of	  a	  work	  by	  Bach	  looks	  relatively	  sparse	  compared	  to	  
an	  urtext	  edition	  of	  Beethoven.	  	  In	  the	  classical	  era,	  the	  role	  of	  the	  score	  strengthened,	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dictating	  how	  the	  performer	  should	  perform	  a	  piece	  far	  more	  than	  it	  did	  during	  the	  
Baroque	  era.	  	  Harmonies	  were	  specifically	  spelled	  out,	  no	  longer	  granting	  the	  performer	  
the	  freedom	  to	  change	  the	  voicing	  of	  a	  chord.	  	  Having	  said	  that,	  performance	  practice	  
still	  allowed	  the	  performer	  to	  add	  notes	  that	  were	  not	  written	  in	  the	  score,	  but	  in	  more	  
limited	  fashion	  than	  that	  of	  the	  previous	  era.	  	  These	  include	  ornamentation,	  and	  more	  
demandingly,	  the	  improvisation	  of	  cadenzas	  and	  Eingänge	  (lead-­‐ins)	  in	  sonatas6	  and	  
concerti.	  	  It	  is	  crucial	  to	  point	  out	  that	  in	  many	  cases,	  composers	  began	  to	  include	  
written-­‐out	  cadenzas.	  	  Mozart	  composed	  cadenzas	  for	  several	  of	  his	  twenty-­‐seven	  piano	  
concerti.	  	  He	  even	  included	  two	  cadenzas	  per	  movement	  in	  the	  K.	  414.	  	  Beethoven	  
composed	  cadenzas	  for	  all	  five	  of	  his	  piano	  concerti.	  	  Whether	  the	  impetus	  was	  for	  the	  
publisher	  to	  boost	  the	  sales	  or	  for	  the	  amateur	  to	  have	  something	  to	  work	  with	  (in	  the	  
case	  of	  the	  early	  Viennese	  concerti	  K.	  413-­‐415),	  increasingly,	  in	  the	  late	  1700s,	  music	  of	  
an	  improvisatory	  nature	  is	  notated.	  	  Where	  once	  the	  composer	  would	  have	  assumed	  
improvisatory	  ability	  on	  the	  part	  of	  the	  performer	  (and	  indeed,	  that	  improvisation	  
would	  have	  been	  the	  performer’s	  prerogative),	  now	  the	  composer	  imitates	  
improvisation	  in	  the	  form	  of	  concrete,	  unchangeable	  composition.	  
By	  the	  time	  we	  enter	  the	  Romantic	  era,	  the	  role	  of	  the	  score	  is	  growing	  ever	  
stronger	  as	  the	  old	  traditions—the	  improvisation	  of	  cadenzas,	  Eingänge	  and	  
ornamentations	  in	  sonatas	  and	  concerti	  –	  gradually	  vanish.	  	  Beginning	  most	  notably	  
with	  Beethoven,	  cadenzas	  were	  often	  already	  written	  out	  and	  embedded	  into	  the	  
movement	  by	  the	  composer,	  and	  the	  spotlight	  did	  not	  shine	  solely	  on	  the	  soloist	  to	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
6 Fermatas in sonatas indicate possible places for cadenzas. 
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display	  virtuosity;	  the	  cadenzas	  and	  Eingänge	  became	  part	  of	  the	  overall	  dramatic	  plot	  
in	  a	  concerto,	  of	  which	  the	  composer	  intended	  to	  have	  full	  control.	  	  Beethoven	  broke	  
the	  “rule”	  in	  1809	  in	  his	  Emperor	  Concerto	  when	  he	  composed	  an	  introduction	  featuring	  
cadenza-­‐like	  interpolations	  in	  the	  first	  movement	  of	  the	  work.	  	  The	  first	  movement	  of	  
this	  beloved	  concerto	  contains	  two	  cadenzas	  as	  opposed	  to	  the	  standard	  format	  of	  
single	  cadenza	  towards	  the	  end	  of	  a	  movement.	  	  The	  first	  one	  serves	  as	  a	  majestic	  
opening	  statement,	  which	  features	  three	  extensively	  elongated	  chords	  –	  I,	  IV,	  V	  –	  setting	  
up	  the	  grandiose	  character	  of	  the	  first	  movement,	  while	  introducing	  the	  soloist	  with	  a	  
display	  of	  virtuosity.	  	  The	  second	  cadenza	  occurs	  in	  the	  expected	  place;	  however,	  
Beethoven	  writes	  out	  every	  note	  of	  this	  cadenza,	  even	  informing	  the	  performer	  in	  a	  
note	  not	  to	  add	  a	  single	  improvised	  element.7	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
7 Thirty-six years after Beethoven’s Emperor, Schumann wrote his Concerto in A 
minor (the only one he composed in the conventional three-movement form), which also 
includes a written-out cadenza in the first movement.  In 1858, Brahms inserts a cadenza 
in the final movement of his first piano concerto at the expected place, and again it is fully 
composed, like the cadenzas in Beethoven’s Emperor concerto.  It also serves a real 
structural function, with Brahms emphasizing a dominant pedal in preparation for the 
resolution of the coda.  It is marked “cadenza quasi fantasia” in the score, which suggests 
that he wants to have full control of the cadenza as a composer, and yet requires the 
performer to play it freely and fantastically, in the spirit of an improvised cadenza.   
Composed ten years after Brahms’ first piano concerto, the first movement of 
Edvard Grieg’s Piano Concerto in A minor – modeled after Schumann’s concerto in 
terms of key and structure – also features an extensive cadenza placed in the standard 
spot.  Again, it is completely written out.  This elaborate cadenza lasts about three and a 
half minutes, and it is the dramatic and structural heart of the movement.  In fact, the 
highest point of intensity of the entire movement is the climax of the cadenza.  The 
writing, the variety of texture, the written out rubato, and the harmonic journey the 
cadenza travels through make it seem like an improvisation, even as it serves a highly 
premeditated dramatic function. 
These written-out cadenzas are symptomatic of a larger trend in the nineteenth 
century.  As early as the works of Beethoven, there seems to be a severance between the 
role of the score and the spirit of improvisation.  Increasingly, the score was 
conceptualized as an immutable object.  Composers began to take more control by 
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Beethoven	  is	  undoubtedly	  one	  of	  the	  greatest	  musical	  architects.	  	  It	  is	  evident	  
from	  his	  sketchbooks	  that	  his	  compositional	  methods	  were	  different	  from	  say,	  Mozart	  
or	  Schubert.	  	  Composing	  was	  more	  laborious	  for	  him;	  whereas	  Mozart	  could	  conceive	  an	  
entire	  work	  in	  one	  fell	  swoop,	  Beethoven	  agonized	  over	  tiny	  musical	  ideas,	  refining	  
them	  at	  great	  length.	  	  Ultimately,	  these	  musical	  “atoms”	  could	  become	  the	  building	  
blocks	  of	  vast	  structures.	  
All	  composers	  want	  control	  of	  how	  their	  music	  is	  constructed	  and	  carried	  out	  in	  a	  
performance,	  but	  with	  a	  composer	  like	  Beethoven,	  we	  see	  a	  new	  level	  of	  
meticulousness.	  	  Among	  his	  many	  trailblazing	  compositional	  achievements,	  the	  one	  that	  
shifted	  the	  tide	  of	  the	  music	  history	  in	  terms	  of	  the	  role	  of	  the	  score	  and	  its	  relationship	  
to	  the	  performers	  is	  that	  Beethoven	  began	  to	  write	  out	  improvisatory	  music.	  	  That	  is	  
precisely	  what	  made	  the	  score	  immutable.	  	  Beethoven’s	  greatness	  made	  him	  “a	  
particular	  object	  of	  reverence,”	  as	  Kenneth	  Hamilton	  states,	  “and	  an	  attitude	  of	  respect	  
for	  his	  scores	  was	  persistently	  encouraged	  from	  Czerny	  onward.”8	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
placing more indications in the score.  Bach left us with very little non-pitch related 
markings such as tempo, dynamics, and articulations because they were implied by the 
notation (i.e. meter signatures had tempo implications); Beethoven indicated much more 
compared to Bach and showed that in his music the non-pitch based elements of the 
score were just important as the pitches; and by the time Béla Bartók came around, we 
consistently see no less than five types of articulation markings even in his miniature 
pieces.  This trend continues through to the music of today.  Nowadays composers tend 
to provide even more detailed instructions for the performers, and that is not only due to 
the fact that contemporary music requires more extended techniques.  Aside from new 
techniques, there are also more markings to show specificity of pedaling, tonal nuances, 
and elasticity of timing.  Additionally, contemporary composers have a more expansive 
range of terminology than was previously available; the vocabulary of expressive 
descriptions became much wider, going beyond standard adjectives such as dolce, 
mysterioso, con fuoco, and so on. 
8 Kenneth Hamilton, After the Golden Age: Romantic pianism and modern performance (Oxford: 
Oxford University Press, 2008), 182.  
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Even	  though	  Beethoven	  provided	  cadenzas	  for	  all	  of	  his	  piano	  concerti,	  one	  
could	  conceivably	  improvise	  a	  cadenza	  in	  any	  of	  his	  first	  four	  piano	  concerti	  or	  add	  
ornaments	  in	  his	  early	  piano	  sonatas	  from	  the	  Bonn	  period.	  	  There	  are	  close	  to	  a	  dozen	  
published	  cadenzas	  for	  the	  Fourth	  Piano	  Concerto.9	  	  However,	  in	  his	  Fifth	  Concerto	  (the	  
Emperor),	  the	  pianist	  does	  not	  have	  the	  opportunity	  to	  insert	  his	  own	  cadenza	  as	  
discussed	  earlier;	  the	  composer	  takes	  absolute	  control	  of	  the	  composition	  and	  by	  
default	  the	  performance.	  	  The	  change	  from	  the	  fourth	  to	  the	  fifth	  piano	  concerto	  marks	  
a	  historic	  turning	  point.	  	  Beethoven	  initially	  made	  his	  reputation	  not	  as	  a	  composer,	  but	  
as	  an	  improviser	  on	  the	  piano.	  	  The	  freely	  knitted	  and	  tonally	  open	  Fantasy,	  op.	  7710	  for	  
solo	  piano,	  commissioned	  by	  Muzio	  Clementi	  and	  composed	  in	  1809,	  is	  the	  most	  
revelatory	  document	  of	  Beethoven’s	  improvisations.	  	  The	  piece	  does	  not	  have	  a	  unifying	  
structure	  or	  any	  sense	  of	  tonal	  cohesion;	  it	  is	  more	  like	  a	  stream	  of	  consciousness,	  which	  
is	  in	  essence	  what	  an	  improvisation	  is.	  	  Like	  the	  Fantasy	  for	  solo	  piano,	  the	  introduction	  
to	  the	  Fantasy	  for	  Piano,	  Chorus	  and	  Orchestra	  (also	  known	  as	  the	  Choral	  Fantasy)	  is	  
another	  sizeable	  sample	  of	  what	  Beethoven	  sounded	  like	  when	  he	  improvised.	  	  The	  
Choral	  Fantasy	  was	  the	  final	  number	  of	  the	  legendary	  marathon	  concert	  that	  took	  place	  
on	  December	  22,	  1808,	  where	  Beethoven	  premiered	  his	  Fourth	  Piano	  Concerto,	  his	  Fifth	  
and	  Sixth	  Symphonies,	  and	  the	  C	  major	  Mass.	  	  Beethoven	  had	  improvised	  a	  solo	  fantasy	  
towards	  the	  beginning	  of	  the	  concert,	  which	  later	  led	  to	  the	  published	  version	  of	  the	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
9 Clara Schumann, Johannes Brahms, Camille Saint-Säens, Anton Rubinstein, Hans von 
Bülow, Leopold Godowksy, Ferruccio Busoni, Nikolai Medtner, Frederic Rzewski, and 
William Bolcom all composed cadenzas to Beethoven’s Fourth Concerto. 
10 Even though the Fantasy for solo piano begins in G minor and goes through various 
local tonicizations, it is never tonally stable until it reaches the Allegretto in B major half 
way through the piece.  Its episodic structure runs like a stream of consciousness.   
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opus	  77	  Fantasy.	  	  The	  Choral	  Fantasy	  was	  written	  so	  late	  and	  so	  close	  to	  the	  premiere	  
that	  Beethoven	  had	  not	  even	  composed	  the	  introductory	  cadenza,	  therefore	  he	  
naturally	  opted	  to	  improvise	  the	  introduction.	  	  Witnesses	  said	  that	  Beethoven’s	  
improvisations	  were	  more	  impressive	  than	  his	  performances	  of	  published	  pieces.11	  	  In	  
fact,	  Czerny	  claimed	  that	  his	  improvisations	  were	  so	  amazing	  that	  he	  often	  moved	  his	  
listeners	  to	  tears.12	  	  Based	  on	  the	  Fantasy,	  op.	  77	  and	  the	  Choral	  Fantasy,	  as	  well	  as	  the	  
testimony	  of	  Czerny	  and	  Tomaschek,13	  we	  know	  that	  Beethoven’s	  harmonies	  were	  
adventurous,	  and	  the	  way	  he	  journeys	  through	  a	  variety	  of	  motives	  and	  modulations	  in	  
the	  published	  cadenzas	  prove	  how	  impressive	  he	  was	  as	  an	  improviser.	  	  	  
The	  cadenzas	  in	  the	  late	  piano	  sonatas,	  however,	  give	  us	  not	  only	  an	  idea	  of	  
what	  Beethoven’s	  improvisations	  sounded	  like,	  but	  also	  prove	  that	  improvisation	  
continued	  to	  be	  an	  significant	  part	  of	  Beethoven’s	  musical	  thought,	  even	  as	  he	  exercised	  
total	  control	  over	  his	  scores.	  	  Beethoven	  masterfully	  and	  organically	  integrated	  the	  
written-­‐out	  cadenzas	  in	  the	  Hammerklavier	  Sonata	  and	  Opus	  110	  sonatas	  as	  part	  of	  a	  
dramatic	  scheme.	  	  By	  incorporating	  passages	  in	  an	  improvisatory	  style	  into	  meticulously	  
built	  compositions,	  Beethoven	  restricted	  the	  act	  of	  improvisation	  while	  invigorating	  the	  
power	  of	  the	  composer,	  while	  simultaneously	  celebrating	  the	  spirit	  of	  improvisation.	  	  
With	  these	  late	  sonatas	  he	  achieved	  a	  paradox	  that	  no	  composers	  before	  him	  foresaw:	  
he	  carried	  on	  the	  tradition	  of	  improvisation,	  while	  dismissing	  the	  act	  of	  actual	  
improvisation	  from	  the	  stage.	  	  This	  was	  the	  turning	  point:	  the	  score	  was	  now	  an	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
11 Harold Schonberg, The Great Pianists (New York: Simon and Schuster, 1987), 80. 12	  Alexander Thayer, Thayer’s Life of Beethoven (Princeton: Princeton University Press, 
1991), 368.  Schonberg, The Great Pianists, 81.	  
13 Ibid. 
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untouchable,	  pristine	  document.	  	  As	  a	  masterful	  improviser,	  Beethoven	  chose	  to	  have	  
improvisation	  manifested	  by	  the	  composer	  himself.	  
	  
	  
The	  flowering	  of	  the	  solo	  piano	  recital;	  composer	  as	  improvisers	  	  
	  
Meanwhile,	  the	  practice	  of	  the	  solo	  piano	  recital	  would	  be	  established	  by	  none	  
other	  than	  Franz	  Liszt	  a	  little	  over	  a	  decade	  after	  Beethoven’s	  death.	  	  Previously,	  
concerts	  in	  the	  eighteenth	  and	  nineteenth	  centuries	  generally	  featured	  a	  variety	  of	  
genres	  and	  performers.	  	  A	  program	  might	  consist	  of	  an	  overture,	  orchestral	  works,	  
operatic	  arias,	  concerti,	  and	  solo	  pieces.	  	  The	  first-­‐ever	  known	  solo	  piano	  recital	  (i.e.	  
without	  the	  participation	  of	  other	  musicians)14	  by	  Liszt	  took	  place	  in	  1839,	  and	  
immediately	  he	  traditionalized	  and	  popularized	  certain	  essential	  elements	  of	  this	  
practice.	  	  In	  that	  inaugural	  solo	  piano	  recital,	  which	  Liszt	  then	  referred	  to	  as	  a	  
“soliloquy,”	  or	  monologues	  pianistiques,15	  he	  programmed	  improvisations	  as	  the	  main	  
component	  of	  his	  one-­‐man	  show.	  	  The	  highlight	  of	  the	  concert	  came	  at	  the	  end,	  which	  
featured	  his	  elaborate	  improvisations	  on	  popular	  themes	  suggested	  by	  the	  audience.	  	  
This	  was	  a	  major	  selling	  point	  for	  Liszt	  during	  the	  earlier	  part	  of	  his	  concert	  career.	  	  The	  
program,	  taken	  from	  a	  letter	  Liszt	  wrote	  to	  Princess	  Belgiojoso	  on	  June	  4,	  1839,	  clearly	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
14 Hamilton, After the Golden Age, 37-39. 
15 Ibid, 41. 
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shows	  that	  operatic	  paraphrases	  and	  improvisations	  serve	  as	  the	  main	  courses	  on	  the	  
menu:16	  
Overture	  to	  William	  Tell,	  performed	  by	  Liszt	  
Fantasy	  on	  Reminiscences	  of	  I	  Puritani,	  composed	  and	  performed	  by	  above-­‐
named	  
Studies	  and	  Fragments,	  composed	  and	  performed	  by	  same	  
Improvisations	  on	  a	  given	  theme,	  still	  by	  same	  
	  
Even	  in	  the	  third	  part	  of	  the	  program,	  the	  fragments	  could	  have	  very	  well	  been	  
improvised.	  	  The	  ability	  to	  improvise	  was	  an	  essential	  part	  of	  Liszt’s	  genetic	  makeup	  as	  a	  
composer.	  	  Liszt	  undoubtedly	  valued	  the	  art	  of	  improvisation.	  	  In	  practicing	  this	  art,	  
Liszt’s	  preference	  was	  to	  improvise	  on	  borrowed	  themes	  (usually	  taken	  from	  operas	  
that	  the	  audience	  would	  recognize).	  	  He	  also	  offered	  original	  materials,	  as	  well	  as	  
preludes	  to	  modulate	  from	  one	  piece	  to	  another	  in	  order	  to	  weave	  the	  pieces	  on	  the	  
program	  together.	  	  He	  also	  freely	  modified	  the	  original	  score	  to	  enhance	  the	  effect	  of	  a	  
live	  performance.	  	  In	  doing	  so,	  of	  course,	  Liszt	  paid	  no	  heed	  to	  the	  aesthetic	  trend	  that	  
Beethoven’s	  late	  works	  had	  set	  in	  place.	  	  Liszt	  firmly	  established	  the	  tradition	  of	  the	  
unassisted	  piano	  recital	  by	  1841,17	  and	  these	  performance	  practices	  became	  ubiquitous	  
in	  virtuoso	  piano	  recitals.	  	  However,	  these	  elements	  have	  gradually	  vanished	  in	  modern	  
concerts.	  	  
Liszt	  did	  not	  achieve	  his	  rock	  star	  status	  only	  through	  his	  formidable	  technique;	  
he	  was	  also	  cherished	  for	  his	  ability	  to	  improvise	  at	  all	  of	  his	  performances.	  	  Some	  of	  the	  
greatest	  composers	  from	  the	  common	  practice	  period,	  before	  and	  after	  Liszt,	  were	  also	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
16 Hamilton, After the Golden Age, 64; Schoenberg, The Great Pianists, 129. 
17 Schonberg, The Great Pianists, 130. 
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masterful	  improvisers;	  consequently,	  they	  often	  did	  not	  leave	  much	  written	  down	  on	  
the	  score	  when	  the	  work	  was	  designed	  for	  their	  own	  performance.	  	  Johann	  Sebastian	  
Bach’s	  ability	  to	  improvise	  at	  the	  keyboard	  was	  equally	  as	  impressive	  as	  his	  
compositions.	  	  Mozart	  left	  most	  of	  the	  piano	  part	  of	  the	  “Coronation”	  Concerto	  blank,	  
particularly	  in	  the	  left	  hand	  staff	  of	  the	  autograph,	  and	  he	  simply	  improvised	  at	  the	  
premiere.	  
	  
Example	  1.2,	  Mozart,	  Concerto	  No.	  26	  in	  D	  major,	  K.	  537,	  second	  movement,	  opening:	  
	  
	  
Beethoven,	  as	  mentioned	  before,	  improvised	  the	  introductory	  cadenza	  to	  the	  Choral	  
Fantasy	  at	  the	  premiere	  and	  did	  not	  write	  down	  the	  version	  that	  we	  know	  until	  much	  
later.	  	  Mendelssohn,	  like	  Liszt,	  enjoyed	  topping	  off	  a	  concert	  with	  improvisations.	  	  He	  
once	  took	  three	  themes	  from	  Bach	  sonatas	  that	  had	  just	  been	  performed	  earlier	  in	  the	  
evening	  and	  improvised	  a	  fantasy	  on	  them.18	  	  George	  Gershwin	  did	  not	  have	  the	  piano	  
part	  fully	  composed	  in	  time	  for	  the	  premiere	  of	  his	  Rhapsody	  in	  Blue	  and	  opted	  to	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
18 Felix Bartholdy Mendelssohn, Reisebriefe aus den Jahren 1830 bis 1832 (Leipzig: Hermann 
Mendelssohn, 1863), 305. 
	   17	  
improvise	  lengthy	  solo	  passages	  at	  the	  performance;	  he	  told	  the	  bandleader	  Paul	  
Whiteman	  to	  wait	  for	  his	  cues.19	  	  Improvisation	  and	  composition	  were	  closely	  
intertwined	  in	  the	  creative	  process	  of	  these	  composers.	  
Beethoven’s	  compositions	  for	  piano,	  especially	  from	  the	  last	  two	  decades	  of	  his	  
life,	  reflect	  ideals	  that	  reach	  beyond	  the	  capabilities	  of	  the	  instrument,	  whereas	  Liszt’s	  
works	  of	  a	  virtuosic	  nature	  embrace	  the	  strengths,	  the	  idiomatic	  tendencies,	  of	  the	  
piano.	  	  Beethoven	  saw	  the	  instrument	  as	  a	  means	  to	  an	  end,	  as	  he	  probed	  the	  most	  
profound	  depths	  of	  the	  human	  condition;	  Liszt,	  on	  the	  other	  hand	  embraced	  the	  piano	  
itself,	  and	  wrote	  his	  great	  virtuosic	  works	  to	  showcase	  its	  capabilities.	  	  Towards	  the	  end	  
of	  the	  Classical	  era,	  Beethoven’s	  late	  masterpieces	  empowered	  the	  score,	  while	  Liszt’s	  
thrilling	  performances	  empowered	  the	  performer.	  	  This	  was	  a	  polarity	  that	  had	  a	  
profound	  effect	  on	  the	  relationship	  between	  score	  and	  performer,	  and	  on	  the	  
importance	  of	  textual	  fidelity.	  The	  display	  of	  virtuosity	  for	  its	  own	  sake	  came	  to	  
prominence	  in	  the	  early	  1800s	  through	  the	  wildly	  successful	  performances	  of	  the	  
“devilish	  violinist,”	  Niccolò	  Paganini;	  and	  Liszt,	  inspired	  by	  Paganini’s	  example,	  
established	  virtuosity	  as	  the	  most	  important	  aspect	  of	  a	  solo	  piano	  recital.	  	  The	  
performer	  aimed	  to	  entertain,	  and	  the	  audience	  desired	  to	  be	  entertained.	  	  This	  
principle	  remains	  true	  in	  today’s	  music	  business;	  the	  overwhelming	  majority	  of	  the	  
concertgoers	  seek	  to	  be	  entertained	  by	  the	  display	  of	  virtuosity.	  	  	  
With	  the	  flowering	  of	  the	  solo	  piano	  recital,	  a	  special	  breed	  of	  composer	  was	  
created:	  the	  virtuoso	  composer-­‐pianist.	  	  Such	  composers	  created	  their	  compositions	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
19 Ean Wood, George Gershwin: His Life and Music (London: Sanctuary Publishing), 1996. 
 
	   18	  
based	  upon	  their	  own	  technical	  mastery	  of	  the	  piano.	  	  They	  brought	  virtuosity	  to	  new	  
heights	  by	  producing	  pieces	  that	  catered	  to	  the	  setting	  of	  a	  solo	  piano	  recital.	  	  Many	  
composer-­‐pianists	  since	  Liszt	  have	  looked	  to	  him	  as	  a	  model	  for	  their	  own	  compositions	  
as	  well	  as	  their	  performances.	  	  As	  Hamilton	  points	  out,	  “a	  fundamental	  facet	  of	  the	  
romantic	  attitude	  to	  interpretation	  was	  that	  virtually	  all	  pianists	  were	  composers	  as	  well	  
as	  performers.”20	  	  He	  further	  discusses	  the	  fact	  that	  our	  modern	  way	  of	  training	  
musicians	  in	  music	  conservatories	  has	  abandoned	  the	  tradition	  of	  being	  able	  to	  perform	  
as	  well	  as	  compose,	  and	  today	  we	  are	  encouraged	  to	  specialize	  in	  a	  particular	  field.	  	  For	  
the	  virtuosic	  composer-­‐pianists	  of	  the	  nineteenth	  century,	  composition	  was	  always	  a	  
crucial	  part	  of	  their	  performances,	  just	  as	  it	  was	  for	  Bach,	  Handel,	  Mozart,	  Beethoven,	  
and	  so	  on.	  	  As	  Hamilton	  eloquently	  states,	  “the	  performers’	  creative	  personalities	  as	  
composers	  tended	  to	  seep	  into	  their	  playing	  and	  often	  turned	  what	  we	  now	  think	  should	  





During	  the	  Golden	  Age21	  of	  pianism,	  pianists	  improvised	  transitional	  interludes	  to	  
modulate	  from	  one	  piece	  to	  another,	  emphasizing	  the	  program’s	  underlying	  tonal	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
20 Hamilton, After the Golden Age, 249. 
21 The meaning of the term “Golden Age” varies based on interpretation.  In this context, 
I refer to pianists from the time of Liszt and Sigismond Thalberg to Sergei Rachmaninoff 
and Josef Hofman, and particularly pianists from that era who operated in the virtuoso 
fashion. 
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scheme.	  	  “For	  nineteenth-­‐century	  musicians,”	  Hamilton	  claims,	  “preluding	  was	  more	  of	  
a	  requirement	  than	  an	  option.	  	  It	  was	  a	  sign	  of	  civilized	  training	  in	  harmony	  and	  a	  
gesture	  of	  musical	  good	  manners	  that	  put	  the	  work	  that	  followed	  in	  an	  appropriate	  
context.”22	  	  The	  performance	  practice	  of	  preluding	  is	  rooted	  in	  Baroque	  fantasias	  and	  
preludes,	  but	  in	  the	  nineteenth	  century,	  in	  the	  context	  of	  a	  solo	  piano	  recital,	  preluding	  
is	  more	  than	  just	  a	  display	  of	  improvisatory	  ability.	  	  An	  uncomplimentary	  tonal	  
juxtaposition	  can	  affect	  the	  effect	  of	  a	  piece	  and	  the	  flow	  of	  the	  program.	  	  Charles	  Rosen	  
“[has]	  qualms	  about	  following	  a	  work	  in	  E-­‐flat	  major	  by	  one	  in	  D	  major,	  for	  example,	  as	  
the	  second	  one	  will	  sound	  at	  first	  not	  only	  less	  brilliant	  but	  also	  a	  little	  flat.”23	  	  Clara	  
Schumann,	  one	  of	  the	  most	  distinguished	  composer-­‐pianists	  of	  the	  nineteenth	  century,	  
championed	  the	  performance	  practice	  of	  preluding	  in	  her	  recitals.	  	  Josef	  Hofmann	  can	  
be	  heard	  preluding	  on	  the	  recording	  from	  the	  famous	  Golden	  Jubilee	  Concert	  at	  the	  
Metropolitan	  Opera	  House	  in	  New	  York,	  November	  28,	  1937,	  among	  many	  other	  
examples.	  	  He	  improvised	  a	  prelude	  to	  go	  from	  A-­‐flat	  major	  (as	  he	  had	  just	  played	  
Chopin’s	  Waltz,	  op.	  42)	  to	  G	  major,	  the	  key	  of	  the	  Andante	  spianato.24	  	  In	  the	  recording	  
of	  Dinu	  Lipatti’s	  historic	  final	  recital,	  which	  took	  place	  in	  Besançon	  in	  1950,	  we	  hear	  him	  
improvise	  a	  short	  chord	  progression	  after	  Bach’s	  B-­‐flat	  major	  Partita	  that	  features	  a	  
drawn-­‐out	  arpeggiation	  of	  B-­‐flat	  major	  and	  then	  an	  E	  dominant	  seventh	  chord	  (a	  
Neapolitan-­‐V7-­‐i	  progression	  in	  A	  minor),	  followed	  by	  an	  attaca	  subito	  to	  Mozart’s	  A	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
22 Hamilton, After the Golden Age, 182. 
23 Charles Rosen, Piano Notes: The World of the Pianist (New York: Simon and Schuster), 
2002.  24	  This recording can be heard on YouTube: 
https://www.youtube.com/watch?v=crG_sRwDsu0	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minor	  Sonata.	  	  This	  operation	  not	  only	  correlates	  the	  two	  very	  unrelated	  keys	  of	  B-­‐flat	  
major	  and	  A	  minor,	  it	  also	  functions	  as	  a	  small	  scoop	  of	  liquored	  sorbet	  to	  cleanse	  the	  
palette	  between	  two	  substantial	  courses.	  
Liszt	  demanded	  that	  his	  students	  apply	  this	  particular	  performance	  practice.	  	  He	  
would	  ask	  a	  student	  to	  improvise	  a	  prelude	  to	  his	  third	  Liebestraum,	  for	  instance.25	  
Hamilton	  points	  out	  that	  several	  compositions	  of	  Liszt	  contain	  evidences	  of	  written-­‐out	  
preludes.	  	  One	  prominent	  example	  is	  the	  introduction	  to	  the	  Transcendental	  Étude	  
“Mazeppa.”	  
Example	  1.3,	  Liszt,	  Transcendental	  Étude	  No.	  4	  “Mazeppa,”	  mm.	  1-­‐6:	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
25 Hamilton, After the Golden Age, 183. 
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Theodor	  Leschetizky	  also	  valued	  the	  importance	  of	  preluding.	  	  He	  was	  known	  to	  have	  
requested	  that	  his	  pupils,	  such	  as	  Artur	  Schnabel,	  improvise	  a	  transition	  to	  link	  two	  
pieces	  together	  with	  a	  modulation.	  	  Sergei	  Rachmaninoff,	  one	  of	  the	  last	  giants	  of	  the	  
Golden	  Age,	  inserted	  written-­‐out	  improvisatory	  interludes	  to	  modulate	  from	  one	  key	  to	  
another	  between	  movements	  in	  his	  Second	  Piano	  Sonata	  and	  Second	  Piano	  Concerto.	  	  
In	  the	  example	  below,	  from	  the	  Second	  Piano	  Concerto,	  this	  “preluding”	  is	  actually	  
accomplished	  by	  the	  orchestra,	  modulating	  smoothly	  in	  four	  bars	  from	  the	  C	  minor	  of	  
the	  first	  movement	  to	  the	  bright	  E	  major	  of	  the	  second.	  
	  
Example	  1.4,	  Rachmaninoff,	  Piano	  Concerto	  No.	  2	  in	  C	  minor,	  op.	  18,	  II.	  Adagio	  
sostenuto	  (reduction),	  mm.	  1-­‐5:	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These	  are	  invaluable	  documented	  evidences	  of	  improvisations	  by	  the	  great	  master	  
pianists,	  and	  the	  continuing	  influence	  of	  improvisatory	  practice	  even	  in	  the	  realm	  of	  
fully	  realized	  composition.	  
	  
	  
Toward	  the	  modified	  score	  
	  
In	  addition	  to	  preluding	  and	  improvisation,	  the	  element	  of	  virtuosity	  was	  the	  
common	  denominator	  in	  the	  repertoire	  that	  Liszt	  presented	  throughout	  his	  career	  as	  a	  
concert	  pianist.	  	  Liszt	  was	  one	  of	  the	  most	  prominent	  composers	  of	  a	  new	  piano	  
repertory,	  a	  repertory	  of	  virtuoso	  music,	  music	  composed	  with	  showmanship	  and	  
flamboyance	  in	  mind.	  	  Liszt	  was	  not	  the	  sole	  originator	  of	  this	  music;	  he	  was	  operating	  
within	  the	  time-­‐honored	  tradition	  of	  the	  composer-­‐performer,	  which	  in	  the	  wake	  of	  
Paganini	  now	  emphasized	  spectacular	  technical	  accomplishment.	  	  Liszt’s	  virtuoso	  music	  
is	  a	  far	  cry	  from	  the	  introspective	  works	  of,	  say,	  the	  older	  Beethoven;	  for	  one	  thing,	  
while	  the	  later	  scores	  of	  Beethoven	  admit	  of	  no	  substantial	  variation	  or	  ornamentation,	  
the	  virtuosic	  music	  of	  Liszt	  practically	  demands	  that	  the	  score	  be	  altered	  in	  some	  way.	  	  A	  
virtuoso	  always	  seeks	  more	  fire,	  more	  feats	  of	  death-­‐defying	  skill;	  simply	  playing	  the	  
piano	  seemed	  to	  be	  too	  easy	  for	  Liszt,	  and	  so	  he	  constantly	  felt	  the	  need	  to	  add	  to	  the	  
music	  to	  make	  the	  performance	  more	  captivating.	  	  He	  frequently	  rewrote	  simple	  
passages	  and	  played	  them	  as	  double	  notes	  in	  thirds,	  sixths	  or	  octaves,	  especially	  after	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the	  initial	  performance	  of	  a	  work.	  	  He	  would	  even	  apply	  such	  embellishments	  in	  
chamber	  music	  such	  as	  Beethoven’s	  Kreutzer	  Sonata.26	  
Vladimir	  Horowitz,	  an	  exemplary	  virtuoso	  from	  the	  later	  part	  of	  the	  Golden	  Age,	  
generated	  his	  famous	  Carmen	  Variations	  (based	  on	  the	  Gypsy	  song	  from	  Bizet’s	  opera)	  
in	  the	  same	  manner	  as	  Liszt.	  	  When	  Horowitz	  was	  playing	  Pablo	  de	  Sarasate’s	  Carmen	  
Fantasy	  with	  his	  equally	  esteemed	  violinist	  colleague,	  Nathan	  Milstein,	  he	  got	  bored	  by	  
the	  simple	  accompaniment	  and	  decided	  to	  elaborate	  on	  it.27	  	  Horowitz	  performed	  and	  
recorded	  this	  showpiece	  multiple	  times	  throughout	  his	  illustrious	  career	  and	  
continuously	  made	  modifications	  to	  it	  –	  a	  true	  Lisztian	  approach.	  	  	  
In	  Liszt’s	  performances	  or	  interpretations	  of	  the	  classic	  works	  of	  Beethoven,	  
Weber,	  and	  Hummel	  from	  his	  prime	  years	  (1840	  to	  1850),	  would	  probably	  be	  
unrecognizable	  to	  today’s	  audiences,	  and	  maybe	  would	  be	  considered	  scandalous.	  	  
When	  the	  Russian	  composer	  Alexander	  Borodin	  visited	  the	  elderly	  virtuoso	  in	  1883,	  he	  
testified	  that	  Liszt	  “will	  sometimes	  begin	  to	  add	  things	  of	  his	  own,	  and	  gradually	  under	  
his	  hands	  will	  emerge	  not	  the	  same	  piece	  but	  an	  improvisation	  on	  it.”28	  	  Liszt	  was	  such	  
an	  authoritative	  figure	  in	  the	  piano	  world	  that	  even	  younger	  musicians	  followed	  in	  his	  
interpretative	  footsteps	  and	  attempted	  to	  make	  their	  music-­‐making	  more	  “effective”	  in	  
the	  Lisztian	  manner.	  	  Performers	  operating	  in	  the	  Lisztian	  tradition	  would	  further	  
decorate	  the	  original	  score	  to	  suit	  their	  interpretations	  of	  virtuosic	  pieces.	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
26 Hamilton, After the Golden Age, 43. 
27 Harold Schonberg, Horowitz: His Life and Music (New York: Simon and Schuster), 1992. 
28 Schonberg, The Great Pianists, 177. 
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The	  goal	  of	  score	  modification,	  in	  this	  case,	  is	  virtuosity.	  	  The	  goal	  of	  virtuosity	  is	  
to	  maximize	  the	  technical	  and	  coloristic	  potential	  of	  a	  given	  composition,	  with	  the	  
spotlight	  firmly	  on	  the	  performer.	  	  And	  the	  genesis	  of	  virtuosity	  comes	  from	  
improvisation.	  	  This	  is	  not	  to	  say	  that	  every	  pianist	  who	  modifies	  the	  score	  is	  an	  
improviser,	  but	  rather,	  that	  the	  desire	  to	  change	  what	  is	  already	  written	  stems	  from	  the	  
same	  creative	  impulse	  as	  improvisation;	  and	  more	  often	  than	  not,	  it	  is	  applied	  to	  create	  
more	  virtuosity.	  	  Virtuosity	  does	  not	  only	  mean	  technical	  bravura;	  it	  also	  encompasses	  
other	  aspects	  of	  pianistic	  craft,	  like	  sonority	  and	  coloration.	  	  Some	  of	  the	  pianists	  who	  
make	  extensive	  alterations,	  such	  as	  György	  Cziffra	  and	  Arcadi	  Volodos,	  are	  avid	  
improvisers	  who	  thrive	  on	  the	  virtuosic	  repertoire.	  	  Cziffra	  would	  warm	  up	  before	  a	  
concert	  or	  recording	  session	  with	  free	  fantasy-­‐like	  improvisations	  that	  were	  filled	  with	  
pianistic	  acrobatics	  reminiscent	  of	  the	  19th	  century	  repertoire;	  he	  would	  even	  quote	  
virtuosic	  works	  by	  Chopin	  and	  Liszt.	  	  At	  rehearsals,	  Volodos	  improvises	  florid	  vignettes,	  
often	  borrowing	  the	  harmonic	  vocabulary	  of	  jazz;	  this	  influence	  is	  evident	  in	  his	  own	  
paraphrases	  as	  well	  as	  his	  alterations	  to	  existing	  works.29	  
The	  principal	  objective	  of	  my	  dissertation	  is	  to	  examine	  how	  Liszt,	  and	  the	  
virtuoso	  pianists	  who	  followed	  his	  example,	  modified	  the	  score.	  	  This	  subject,	  potentially	  
controversial	  in	  some	  ways,	  is	  rarely	  discussed	  in	  a	  serious,	  academic	  fashion.	  	  Hamilton	  
discusses	  the	  historic	  background	  of	  this	  performance	  practice	  extensively	  in	  his	  highly	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
29 Video footages from YouTube: Arcadi Volodos Plays Bill Evans 
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informative	  book,	  After	  the	  Golden	  Age.	  	  Julian	  Hellaby	  penned	  a	  trailblazing	  article	  on	  
the	  same	  subject,	  with	  a	  particular	  focus	  on	  modifications	  in	  Liszt’s	  works.	  	  In	  my	  
dissertation,	  I	  will	  continue	  in	  the	  same	  spirit,	  but	  with	  a	  particular	  focus	  on	  what	  all	  of	  
this	  means	  for	  the	  modern	  performer.	  	  I	  will	  examine	  repertoire	  and	  pianists	  that	  
Hamilton	  and	  Hellaby	  did	  not	  have	  space	  to	  cover.	  	  Written	  in	  2008,	  Hamilton’s	  
illuminating	  book	  deals	  predominantly	  with	  pianists	  up	  to	  the	  post-­‐war	  era,	  making	  only	  
brief	  mention	  of	  living	  pianists.	  	  Hellaby’s	  article	  was	  written	  a	  year	  after	  Hamilton’s	  
book,	  and	  while	  he	  discussed	  the	  usual	  suspects	  of	  score	  modification	  like	  Earl	  Wild	  and	  
Arcadi	  Volodos,	  he	  doesn’t	  mention	  any	  “unusual	  suspects”—	  performers	  like	  Murray	  
Perahia	  and	  Radu	  Lupu,	  whose	  reputations	  for	  fidelity	  to	  the	  score	  belie	  a	  willingness	  to	  
modify	  that	  score.	  	  Moreover,	  neither	  Hamilton	  nor	  Hellaby	  mention	  live	  recordings	  
(authorized	  or	  pirated)	  of	  the	  modern	  generation	  of	  pianists,	  which	  is	  where	  most	  score	  
modifications	  happen	  in	  the	  present	  day.	  	  I	  will	  also	  draw	  parallels	  to	  non-­‐classical	  
music.	  	  Most	  importantly,	  I	  will	  consider	  how	  an	  informed	  knowledge	  of	  score	  alteration	  
within	  the	  virtuoso	  tradition	  might	  affect	  performers	  today.	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CHAPTER	  TWO	  
Liszt	  as	  the	  target	  of	  score	  modification	  
	  	  
The	  “Golden	  Age,”	  as	  defined	  by	  Kenneth	  Hamilton,	  is	  “the	  Great	  Tradition	  
started	  with	  Liszt,	  fostered	  not	  only	  by	  his	  own	  performances,	  but	  also	  through	  the	  
unsurpassed	  keyboard	  imagination	  of	  his	  compositions.	  	  Their	  sonorities,	  textures,	  and	  
figurations	  would	  remain	  as	  a	  model	  of	  writing	  the	  grand	  piano	  for	  subsequent	  
generations	  who	  had	  been	  born	  long	  after	  the	  heyday	  of	  his	  virtuoso	  career.”30	  	  It	  is	  
impossible	  to	  discuss	  the	  history	  of	  piano	  performance	  practice	  without	  examining	  
Liszt’s	  output	  as	  a	  composer	  as	  well	  as	  his	  activities	  as	  a	  performer.	  	  As	  a	  composer	  and	  
a	  performer,	  he	  played	  an	  influential	  role	  –	  like	  Beethoven,	  as	  I	  mentioned	  in	  the	  first	  
chapter	  –	  in	  the	  change	  of	  musical	  climate	  from	  the	  beginning	  of	  1820s	  through	  the	  late	  
1830s.	  	  He	  pushed	  the	  boundaries	  of	  piano	  technique	  through	  his	  improvisations	  in	  
concerts,	  his	  compositions	  (especially	  the	  études	  and	  operatic	  fantasies),	  and,	  after	  he	  
retired	  from	  the	  concert	  stage,	  through	  teaching.	  	  He	  was	  a	  true	  visionary.	  	  He	  
“thoroughly	  overhauled	  the	  technique	  of	  keyboard	  playing,”31	  as	  Charles	  Rosen	  claims.	  	  	  
During	  this	  period	  (ca.	  1803-­‐1850)	  when	  the	  musical	  climate	  was	  changing,	  the	  
piano	  also	  went	  through	  crucial	  changes	  as	  well.	  	  Mechanically,	  it	  grew	  to	  be	  stronger	  in	  
every	  aspect.	  	  The	  diameter	  of	  the	  strings	  increased	  and	  the	  hammers	  doubled	  in	  weight	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
30 Hamilton, After the Golden Age, 10. 
31 Rosen, The Romantic Generation, 492. 
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(made	  of	  compressed	  felt).	  	  Its	  range	  expanded	  from	  six	  to	  seven	  octaves.32	  	  The	  action	  
grew	  to	  be	  more	  responsive	  and	  nimble	  when	  Sébastien	  Érard	  patented	  escapement	  
action,	  which	  became	  the	  basis	  of	  all	  modern	  grand	  piano	  actions.33	  	  Pianists	  were	  able	  
to	  play	  repeated	  notes	  (like	  in	  the	  Friska	  section	  of	  Liszt’s	  Second	  Rhapsody)	  and	  were	  
able	  to	  work	  with	  different	  speed	  and	  depth	  of	  attack.	  	  And	  when	  Frierich	  Ehrber	  
produced	  pianos	  with	  iron	  frames	  in	  1839,34	  the	  instrument	  was	  capable	  of	  greater	  
resonance.	  	  It	  also	  became	  sturdier,	  the	  touch	  gradually	  became	  heavier,	  and	  the	  depth	  
of	  keys	  increased	  –	  all	  of	  which	  enabled	  the	  counterbalance	  between	  the	  instrument	  
and	  the	  pianist’s	  force.	  	  Liszt	  foresaw	  the	  possibilities	  of	  the	  changing	  piano,	  expanding	  
pianistic	  vocabularies	  with	  an	  enriched	  sense	  of	  texture,	  density,	  timbre,	  and	  intensity;35	  
these	  innovations	  paved	  the	  way	  for	  generations	  of	  piano	  composers	  that	  followed,	  
from	  Issac	  Albéniz	  to	  Maurice	  Ravel	  to	  Sergei	  Rachmaninoff	  to	  Leopold	  Godowsky	  to	  
Béla	  Bartók.	  	  Lisztian	  pianism	  has	  also	  carried	  over	  deep	  into	  the	  twentieth	  century;	  
composers	  beyond	  the	  common	  practice	  era	  are	  still	  operating	  very	  much	  within	  his	  
tradition.	  	  The	  music	  of	  living	  piano	  composers	  such	  William	  Bolcom,	  David	  del	  Tredici,	  
Lowell	  Liebermann,	  and	  Marc-­‐André	  Hamelin,	  for	  example,	  all	  contain	  flavors	  of	  Liszt’s	  
pianistic	  recipe.	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
32 Broadwood, Kirkman, Stodart, Érard, and Pleyel were all responsible for expanding 
the piano into seven octaves.   
33 Cynthia Adams Hoover, Edwin M. Good, “Piano,” Grove Music Online (January 2014), 
under https://www-oxfordmusiconline-
com.ezproxy.gc.cuny.edu/grovemusic/view/10.1093/gmo/9781561592630.001.0001/o
mo-9781561592630-e-1002257895?rskey=P4DmTC&result=5 (accessed November 
2019-March 2020) 
34 Jonas Chickering patented a metal frame for square pianos in 1840, and later 
introduced a single-piece metal frame grand pianos in 1843.   
35 Ibid. 
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As	  I	  discussed	  in	  the	  first	  chapter,	  when	  Liszt	  standardized	  the	  solo	  piano	  recital	  
in	  1839,	  he	  would	  devote	  up	  to	  half	  of	  his	  recital	  program	  to	  improvisation.	  	  Liszt’s	  
habitual	  alterations	  of	  scores	  were	  likely	  a	  result	  of	  these	  improvisations.	  	  From	  his	  
performance	  activities	  as	  well	  as	  his	  pedagogical	  legacy	  (with	  students	  such	  as	  Carl	  
Tausig	  and	  Moritz	  Rosenthal,	  among	  others),	  we	  learn	  that	  score	  alteration	  was	  an	  
integral	  part	  of	  their	  performance	  practice	  in	  repertoire	  of	  a	  virtuoso	  nature.	  	  For	  them,	  
it	  was	  the	  aspect	  of	  a	  performance	  that	  displays	  the	  pianist’s	  depth	  of	  assimilation	  of	  a	  
work	  and	  his	  or	  her	  ownership	  of	  interpretation.	  	  Any	  pianist	  that	  employs	  any	  kind	  of	  
score	  modification	  does	  so	  in	  the	  Lisztian	  spirit,	  consciously	  or	  subconsciously.	  	  Since	  
many	  of	  Liszt’s	  works	  for	  piano	  have	  enjoyed	  immense	  popularity,	  and	  he	  can	  also	  claim	  
responsibility	  for	  the	  flowering	  of	  piano	  virtuosity,	  his	  music	  naturally	  became	  the	  
primary	  subject	  of	  score	  alteration	  for	  interpreters.	  	  The	  tradition	  of	  score	  modification	  
in	  virtuosic	  repertoire	  is	  a	  two-­‐way	  street.	  	  Liszt	  modified	  other	  composers’	  music	  to	  
heighten	  pianistic	  virtuosity	  and	  to	  suit	  his	  own	  interpretation,	  while	  his	  pupils	  and	  
successors	  followed	  his	  footsteps	  and	  applied	  the	  same	  treatment	  to	  his	  own	  music.	  	  In	  
his	  article,	  Hellaby	  raises	  the	  question	  of	  why	  Liszt’s	  works	  have	  often	  been	  subjects	  of	  
alteration.	  	  He	  argues	  that	  Liszt’s	  works	  often	  lack	  a	  definitive	  version	  and	  points	  out	  a	  
few	  important	  factors:	  1)	  Many	  of	  Liszt’s	  works	  exist	  in	  various	  versions	  because	  he	  
tends	  to	  return	  to	  the	  same	  compositions	  to	  rework	  and	  rewrite	  them;	  2)	  much	  of	  Liszt’s	  
music	  comes	  from	  improvisation;	  and	  3)	  Liszt	  himself	  championed	  the	  elaboration	  and	  
modification	  of	  his	  as	  well	  as	  others’	  works.36	  	  All	  three	  factors	  play	  crucially	  into	  the	  fact	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
36 Julian Hellaby,  “Modifying the score.”  Music Performance Research 3 (2009): 1-21. 
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that	  Liszt’s	  music	  is	  forever	  evolving.	  	  In	  this	  sense,	  because	  of	  the	  mutability	  of	  his	  
scores,	  his	  music	  is	  often	  freer	  and	  more	  alive	  than	  the	  composers	  who	  do	  not	  operate	  
in	  the	  virtuosic	  fashion.	  	  Purely	  in	  terms	  of	  the	  score,	  a	  published	  version	  of	  a	  Liszt	  
operatic	  paraphrase	  is	  not	  finite,	  but	  a	  score	  of	  a	  Beethoven	  sonata	  is,	  due	  to	  the	  
fundamental	  difference	  of	  compositional	  aesthetics.	  	  In	  addition	  to	  the	  three	  factors	  
mentioned	  by	  Hellaby,	  one	  should	  not	  overlook	  three	  more	  qualities	  that	  make	  Liszt’s	  
score	  mutable,	  which	  Hellaby	  did	  not	  include	  in	  his	  argument:	  1)	  the	  frequency	  of	  ossia	  
passages	  that	  exist	  in	  his	  piano	  works;	  2)	  the	  alternative	  cuts	  he	  offers;	  and	  3)	  his	  
arrangement	  of	  the	  same	  piece	  for	  different	  instrumentations.	  	  	  
	  
	  
	   	   Earlier	  versions	  
	  
Liszt’s	  compositional	  mastery	  has	  often	  been	  overlooked	  and	  undervalued,	  
mainly	  due	  to	  the	  abundance	  of	  subpar	  works	  he	  tossed	  off.	  	  Arguably,	  though,	  the	  
significance	  of	  Liszt	  as	  a	  composer	  in	  history	  should	  not	  be	  marred	  by	  his	  lesser	  
compositions.	  	  He	  gives	  the	  impression	  of	  a	  fickle	  composer,	  with	  his	  history	  of	  
reworking	  previously	  written	  and	  sometimes	  published	  works.	  	  But	  this	  tendency	  arose,	  
not	  out	  of	  indecision,	  but	  rather	  from	  idealism;	  he	  could	  be	  every	  bit	  as	  meticulous	  as	  
composers	  like	  Beethoven	  or	  Brahms.	  	  Through	  the	  examination	  of	  the	  various	  versions	  
of	  his	  works,	  it	  is	  evident	  that	  he	  went	  through	  an	  organic	  process	  the	  same	  way	  
Beethoven	  did,	  and	  that	  his	  imagination	  was	  limitless	  and	  never	  ceased	  to	  develop.	  	  The	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multiple	  versions	  that	  Liszt	  could	  produce	  of	  a	  given	  work	  point,	  not	  towards	  confusion,	  
but	  towards	  clarity.	  	  The	  existence	  of	  so	  many	  alterations	  and	  revisions	  are	  a	  profound	  
tool	  for	  those	  seeking	  to	  understand	  Liszt	  the	  composer,	  a	  glimpse	  into	  a	  restless,	  
relentless	  imagination.	  	  	  
We	  do	  not	  always	  enjoy	  this	  luxury	  with	  other	  composers;	  while	  we	  get	  a	  clear	  
sense	  of	  how	  Beethoven	  develops	  a	  motif	  by	  looking	  at	  his	  sketchbooks,	  the	  works	  
themselves	  eventually	  arrive	  at	  one,	  authoritative	  version.	  	  With	  Brahms,	  we	  can	  
compare	  the	  original	  B	  major	  Piano	  Trio,	  op.	  8	  from	  1854	  to	  the	  heavily	  revised	  1889	  
version,	  the	  version	  universally	  considered	  to	  be	  definitive.	  	  But	  this	  is	  the	  only	  work	  by	  
Brahms	  that	  received	  publication	  in	  two	  alternate	  versions.	  With	  Liszt’s	  various	  versions	  
of	  the	  same	  work,	  our	  view	  of	  his	  compositional	  development	  is	  actually	  much	  more	  
comprehensive	  than	  the	  other	  aforementioned	  composers.	  	  
	  This	  is	  the	  case	  with	  many	  of	  Liszt’s	  best-­‐known	  works.	  	  Liszt’s	  arrangement	  of	  
the	  Rákóczi	  March	  saw	  no	  less	  than	  five	  versions.	  	  The	  set	  of	  twelve	  Transcendental	  
Études	  as	  we	  know	  it	  today	  is	  the	  product	  of	  several	  transformations,	  all	  of	  them	  still	  
published.	  	  The	  genesis	  of	  these	  technically	  demanding	  studies	  began	  as	  early	  as	  1826,	  
as	  Étude	  en	  douze	  exercices.	  	  As	  Liszt’s	  own	  pianistic	  abilities	  strengthened	  and	  
compositional	  skills	  matured,	  he	  revisited	  these	  studies	  a	  decade	  later	  and	  furthered	  
transcended	  the	  pianistic	  demands	  of	  the	  initial	  version.	  	  The	  second	  version	  was	  
published	  in	  1837	  as	  Douze	  Grandes	  Études.	  	  Liszt	  reworked	  the	  second	  version	  and	  
published	  a	  third	  version	  of	  these	  studies	  in	  1852.	  	  	  
	   31	  
	   These	  progressive	  versions	  of	  a	  given	  work	  are	  a	  window	  into	  how	  Liszt	  
developed	  as	  a	  composer;	  they	  are	  also	  a	  demonstration	  of	  the	  way	  he	  saw	  endless	  
possibilities	  during	  his	  creative	  process.	  	  For	  him,	  there	  is	  always	  more	  than	  one	  way	  to	  
present	  a	  musical	  idea.	  	  Also,	  the	  fact	  that	  he	  was	  willing	  to	  publish	  earlier	  versions,	  
then	  revisit	  and	  republish	  them,	  proves	  that	  he	  enjoyed	  modifying	  his	  score.	  	  Ultimately,	  
his	  act	  encouraged	  his	  disciples	  to	  make	  changes	  to	  his	  music	  themselves.	  	  	  	  
	   I	  would	  like	  to	  examine	  Vallée	  d’Obermann	  from	  Années	  de	  pèlerinage	  to	  look	  at	  
how	  Liszt	  modifies	  and	  improves	  his	  own	  compositions,	  and	  how	  Horowitz	  and	  Volodos	  
carried	  on	  this	  tradition	  of	  modifications.	  	  The	  overwhelming	  majority	  of	  the	  works	  from	  
the	  first	  book	  of	  the	  Années	  de	  pèlerinage	  (poetic	  depictions	  of	  the	  landscapes	  of	  
Switzerland),	  published	  in	  1855,	  came	  from	  an	  earlier	  cycle	  from	  1837	  entitled	  Album	  
d'un	  voyageur:	  Part	  1:	  Impressions	  et	  Poesies.	  	  Liszt	  revised	  most	  of	  the	  pieces	  in	  the	  
cycle.	  	  The	  heart	  of	  the	  cycle	  and	  the	  most	  substantial	  piece,	  Vallée	  d’Obermann,	  was	  
among	  the	  works	  that	  received	  major	  renovations.	  	  Like	  all	  the	  other	  works	  that	  exist	  in	  
earlier	  versions,	  the	  revised	  version	  of	  Vallée	  d’Obermann	  is	  a	  vastly	  improved	  
realization	  of	  the	  same	  musical	  materials.	  	  The	  original	  version	  is	  certainly	  a	  finished	  
product,	  and	  it	  would	  rank	  as	  a	  satisfactory	  piece	  in	  Liszt’s	  oeuvre.	  	  However,	  the	  second	  
version	  stands	  as	  one	  of	  the	  most	  fascinating	  transformations	  among	  Liszt’s	  revised	  
works.	  	  “One	  of	  Liszt’s	  greatest	  landscapes,”37	  this	  intensely	  lyrical	  work	  is	  essentially	  an	  
epic	  song	  without	  words	  that	  carries	  Schubertian	  influences.	  	  Liszt	  did	  not	  modify	  the	  
fundamental	  motifs	  or	  thematic	  materials	  when	  he	  reworked	  the	  piece	  two	  decades	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
37 Rosen, The Romanti Generation, 519. 
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later,	  but	  he	  made	  significant	  adjustments	  to	  the	  texture,	  which	  helped	  to	  enhance	  the	  
song-­‐like	  quality	  of	  the	  work.	  	  The	  adjustments	  he	  made	  showcased	  his	  matured	  
understanding	  of	  the	  piano	  and	  its	  sonic	  limitations.	  	  	  
Example	  2.1,	  Liszt,	  Vallée	  d’Obermann,	  first	  version:	  
	  
	  
Example	  2.2,	  Liszt,	  Vallée	  d’Obermann,	  revised	  version,	  mm.	  170-­‐171:	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Moreover,	  in	  reshaping	  and	  thinning	  out	  the	  texture,	  the	  dramatic	  pacing	  is	  drastically	  
improved.	  	  By	  examining	  the	  differences	  between	  the	  two	  versions,	  one	  can	  see	  Liszt’s	  
thought	  process,	  compositional	  maturity,	  and	  more	  importantly,	  the	  infinite	  possibilities	  
which	  Liszt’s	  musical	  language	  offers.	  
Horowitz,	  and	  later	  Volodos,	  also	  saw	  these	  infinite	  possibilities,	  and	  felt	  license	  
to	  further	  modify	  this	  piece.	  	  According	  to	  Glenn	  Plaskin,38	  when	  Horowitz	  ended	  his	  
recital	  programs	  in	  November	  1966	  (at	  Carnegie	  Hall	  and	  Yale	  University),	  he	  was	  
particularly	  pleased	  about	  his	  performances	  of	  this	  work.	  	  He	  claimed	  that,	  due	  to	  the	  
unsuitability	  of	  the	  piano	  writing	  to	  his	  hands,	  he	  had	  made	  alterations	  in	  some	  of	  the	  
trickier	  passages.	  	  Liszt	  had	  already	  made	  major	  adjustments	  to	  make	  the	  writing	  more	  
pianist-­‐friendly,	  but	  Horowitz	  felt	  the	  need	  to	  continue	  the	  rewriting	  in	  order	  to	  fit	  his	  
own	  physical	  needs.	  	  Horowitz	  also	  made	  the	  piece	  even	  more	  dynamic	  –	  perhaps	  
because	  he	  was	  concluding	  his	  recital	  program	  with	  it	  –	  by	  enhancing	  certain	  climactic	  
passages	  with	  the	  addition	  of	  more	  octaves	  and	  chords.	  	  	  
Horowitz’s	  modifications	  and	  additions	  include:39	  	  
-­‐ mm.	  85-­‐90:	  He	  doubles	  the	  right	  hand	  melodic	  line	  in	  the	  left	  hand	  chords	  
-­‐ m.	  110:	  Added	  octave	  in	  the	  left	  hand	  and	  filled	  in	  the	  chord	  in	  the	  right	  hand	  
-­‐ m.	  114:	  Same	  treatment	  as	  m.	  110	  
-­‐ m.	  121:	  Filled	  in	  the	  chords	  in	  the	  right	  hand	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
38 Glenn Glaskin, A Biography of Vladimir Horowitz (New York: William Morrow and 
Company), 1984. 
39 Horowitz’s version of Liszt’s Vallée d’Obermann has never been published.  The analysis 
presented here is based on my listening of his recordings.   
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-­‐ m.	  127:	  Added	  octave	  in	  the	  bass	  
-­‐ m.	  134:	  He	  lowered	  the	  left	  hand	  octaves	  
-­‐ mm.	  136-­‐137:	  Same	  treatment	  as	  m.	  134	  
-­‐ mm.	  139-­‐151:	  He	  condensed	  and	  rewrote	  the	  passage.	  	  This	  proved	  to	  be	  a	  
problematic	  passage	  for	  Liszt.	  	  In	  the	  first	  version,	  Liszt	  provided	  an	  ossia	  where	  the	  
performer	  can	  choose	  between	  broken	  octaves	  and	  alternating	  octaves.	  	  In	  the	  
revised	  version,	  Liszt	  opted	  for	  the	  alternating	  octaves.	  	  Additionally,	  he	  eliminated	  
angularity	  of	  mm.	  145	  to	  147	  by	  reshaping	  the	  contour	  as	  well	  as	  making	  the	  octaves	  
continuous.	  
-­‐ mm.	  170-­‐172:	  Horowitz	  adds	  octaves	  to	  the	  entire	  bass	  line	  to	  create	  more	  
dimension	  in	  the	  overall	  sonority	  as	  well	  as	  darkens	  the	  hue.	  
-­‐ mm.	  175-­‐177:	  Same	  treatment	  as	  before	  
-­‐ mm.	  180-­‐183:	  He	  adds	  fifths	  to	  the	  entire	  bass	  line	  in	  this	  phrase	  
-­‐ m.	  193:	  He	  reduces	  the	  repeated	  chords	  in	  the	  left	  hand	  to	  simplify	  the	  passage	  to	  
avoid	  tricky	  leaps.	  
-­‐ mm.	  200-­‐203:	  Horowitz	  rewrites	  the	  entire	  passage	  by	  incorporating	  the	  ossia	  
passage	  from	  mm.	  184-­‐187,	  while	  maintaining	  the	  texture	  of	  mm.	  200-­‐203,	  thus	  
getting	  the	  best	  of	  both	  worlds.	  	  This	  alteration	  allows	  the	  dominant	  preparation	  to	  
be	  a	  stronger	  impetus	  to	  the	  exhilarating	  passage	  in	  m.	  204.	  
-­‐ m.	  208:	  In	  the	  right	  hand,	  he	  stays	  in	  the	  higher	  octave	  from	  the	  previous	  measure.	  	  
In	  the	  left	  hand,	  he	  adds	  an	  extra	  octave	  in	  the	  bass	  line,	  giving	  the	  bass	  line	  the	  
motion	  of	  a	  fifth	  to	  climb	  up	  to	  the	  repeated	  chords.	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-­‐ m.	  210:	  Same	  treatment	  as	  m.	  208	  
-­‐ m.	  209	  and	  211:	  Horowitz	  changes	  the	  repeated	  chords	  in	  the	  right	  hand	  part	  to	  
ascending	  arpeggios	  to	  create	  contrast	  and	  defy	  verticality	  
-­‐ m.	  214:	  He	  simplifies	  the	  double-­‐octaves	  and	  rewrites	  with	  sextuplet	  arpeggios.	  
-­‐ Final	  bar:	  he	  adds	  the	  lower	  octave.	  
Just	  as	  Horowitz	  picked	  up	  where	  Liszt	  left	  off,	  Volodos	  picked	  up	  where	  
Horowitz	  left	  off	  in	  his	  own	  revisions.	  	  He	  goes	  even	  further	  with	  enriching	  textures	  and	  
reinforcing	  climatic	  passages.	  
-­‐ m.	  13:	  He	  adds	  a	  low	  bass	  
-­‐ m.	  15:	  Same	  as	  m.	  13	  
-­‐ m.	  20:	  Adds	  low	  bass	  
-­‐ m.	  36-­‐37:	  Changes	  E-­‐flat	  in	  the	  bass	  to	  C	  to	  give	  a	  iv-­‐V-­‐i	  cadence,	  and	  he	  doubles	  the	  
G	  at	  m.	  37.	  
-­‐ m.	  68:	  He	  fills	  in	  the	  chord	  
-­‐ m.	  110:	  He	  fills	  in	  the	  chord	  in	  the	  right	  hand	  
-­‐ m.	  114	  Same	  as	  m.	  110	  
-­‐ mm.	  116:	  He	  reinforces	  the	  melodic	  line	  by	  doubling	  it	  at	  the	  octave	  
-­‐ mm.	  117:	  Continues	  the	  reinforcement	  from	  the	  previous	  measure	  and	  doubles	  the	  
octave	  in	  the	  left	  hand	  part	  
-­‐ m.	  119:	  He	  darkens	  and	  thickens	  the	  tremolo	  by	  adding	  notes	  to	  the	  diminished	  
seventh	  chords	  
	   36	  
-­‐ m.	  121:	  Towards	  the	  end	  of	  the	  measure,	  he	  adds	  a	  link	  in	  the	  bass	  line	  to	  lead	  into	  
the	  next	  harmony	  
-­‐ m.	  123-­‐124:	  He	  modifies	  the	  right	  hand	  part	  and	  plays	  sixths.	  	  Additionally,	  he	  adds	  a	  
contrapuntal	  line	  in	  the	  left	  hand	  to	  create	  contrary	  motion	  between	  the	  two	  hands.	  	  
This	  adds	  another	  dimension	  to	  the	  recitative.	  
	  
Example	  2.3,	  Liszt,	  Vallée	  d’Obermann,	  mm.	  122-­‐124,	  Liszt’s	  original	  version	  (from	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Example	  2.4,	  Liszt,	  Vallée	  d’Obermann,	  mm.	  123-­‐125,	  Volodos’	  modification:	  
	  
-­‐ m.	  126:	  Adds	  octaves	  in	  the	  bass	  line.	  
-­‐ m.	  127:	  Similar	  to	  m.	  123,	  he	  adds	  a	  contrapuntal	  line	  in	  the	  tenor	  voice.	  
-­‐ m.	  134:	  Volodos	  copies	  Horowitz	  and	  plays	  the	  descending	  octaves	  an	  octave	  lower	  
-­‐ m.	  136:	  Same	  as	  m.	  134.	  
-­‐ m.	  138-­‐149:	  Like	  Horowitz,	  Volodos	  modifies	  this	  passage	  extensively.	  	  He	  essentially	  
omits	  mm.	  142-­‐147:	  And	  rewrites	  the	  figuration	  for	  the	  diminished	  sevenths.	  
-­‐ mm.	  149-­‐155:	  He	  maintains	  the	  same	  main	  melodic	  line	  in	  the	  left	  hand	  part	  –	  with	  
the	  exception	  of	  lowering	  the	  octaves	  –	  but	  alters	  the	  tremolo40	  in	  the	  right	  hand	  for	  
richer	  and	  intensified	  sonority.	  	  (He	  employs	  the	  same	  modification	  in	  Aprés	  une	  
lecture	  de	  Dante.)	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
40 I will discuss this further in Chapter 3. 
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-­‐ mm.	  156-­‐159:	  He	  adds	  tremolo	  in	  the	  bass	  pedal	  point	  (B-­‐flat),	  in	  the	  lower	  octave,	  
and	  applies	  one	  of	  his	  most	  common	  modifications,	  tremolo	  with	  the	  neighboring	  
tones.	  	  This	  enriches	  the	  climax.	  
-­‐ m.	  167,	  at	  the	  end	  of	  the	  cadenza,	  he	  harmonizes	  the	  final	  four	  notes	  to	  strengthen	  
the	  cadence.	  
-­‐ mm.	  170	  and	  172:	  Like	  Horowitz,	  he	  adds	  octaves	  to	  the	  bass	  line.	  
-­‐ mm.	  175-­‐179:	  Same	  as	  before.	  
-­‐ mm.	  180	  and	  182:	  He	  omits	  the	  rests	  on	  the	  downbeats	  and	  adds	  low	  bass	  notes	  
-­‐ mm.	  181	  and	  183:	  He	  adds	  a	  fifth	  to	  the	  bass	  notes,	  just	  like	  Horowitz	  
-­‐ m.	  191:	  Changes	  the	  left	  hand	  chords	  in	  the	  second	  half	  of	  the	  measure	  to	  create	  
contrary	  motion	  in	  the	  inner	  voices.	  
Example	  2.5,	  Liszt,	  Vallée	  d’Obermann,	  m.	  191,	  Liszt’s	  version:	  
	  
	  
Example	  2.6,	  Liszt,	  Vallée	  d’Obermann,	  m.	  191,	  Volodos’	  modification:	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-­‐ m.	  197:	  Rewrites	  the	  left	  hand	  octaves	  and	  changes	  the	  contour.	  	  Also,	  he	  simplifies	  
the	  very	  awkward	  ascending	  octaves	  in	  the	  second	  half	  of	  the	  measure	  by	  playing	  
solid	  chords	  that	  evoke	  one	  of	  the	  main	  motifs	  from	  Liszt’s	  Ballade	  No.	  2.	  
-­‐ m.	  198:	  Adds	  chords	  in	  the	  right	  hand	  that	  extend	  an	  octave	  higher.	  
-­‐ m.	  199:	  Right	  hand	  stays	  in	  the	  higher	  octave	  from	  the	  previous	  measure.	  	  Left	  hand	  
treatment	  is	  the	  same	  as	  m.	  197.	  
-­‐ mm.	  200-­‐204:	  He	  follows	  Horowitz’s	  steps	  by	  incorporating	  the	  ossia	  material	  from	  
mm.	  184-­‐187.	  	  However,	  Volodos	  goes	  even	  further	  and	  substitutes,	  for	  all	  the	  
repeated	  note	  figures,	  leaping	  chords	  and	  octave	  scales,	  bringing	  up	  the	  virtuosity	  a	  
few	  notches.	  	  During	  this	  phrase,	  Volodos’	  revision	  essentially	  covers	  all	  registers	  of	  
the	  piano,	  which	  gives	  the	  music	  more	  dimensions.	  
-­‐ mm.	  204-­‐206:	  As	  we	  have	  seen	  in	  modifications	  earlier	  in	  the	  piece,	  Volodos	  favors	  a	  
secondary	  melodic	  line	  to	  create	  contrapuntal	  effect	  in	  the	  midst	  of	  virtuosic	  
passages.	  	  Here	  he	  intelligently	  takes	  the	  melodic	  material	  from	  mm.	  184	  to	  187,	  
transposed	  to	  the	  parallel	  major	  key	  (E)	  and	  combines	  it	  with	  the	  waves	  of	  octaves	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Example	  2.7,	  Liszt,	  Vallée	  d’Obermann,	  mm.	  204-­‐207,	  Liszt’s	  version:	  
	  
	  
Example	  2.8,	  Liszt,	  Vallée	  d’Obermann,	  mm.	  204-­‐206,	  Volodos’	  modification:	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-­‐ m.	  207:	  Just	  when	  the	  listener	  thinks	  the	  music	  can	  not	  possibly	  be	  elated	  even	  
more,	  Volodos	  substitutes,	  again,	  the	  repeated	  chords	  in	  the	  left	  hand	  with	  
extensive	  descending	  octave	  scales	  in	  the	  left	  hand	  part	  to	  set	  up	  the	  final	  
reiteration	  of	  the	  theme	  at	  m.	  208.	  
-­‐ m.	  208:	  He	  employs	  the	  same	  alterations	  as	  Horowitz	  by	  putting	  the	  right	  hand	  
material	  an	  octave	  higher,	  and	  also	  adds	  an	  extra	  octave	  a	  fifth	  from	  the	  bass.	  
-­‐ m.	  210:	  Same	  treatment	  as	  m	  208.	  
-­‐ mm.	  209	  and	  211:	  Similar	  to	  Horowitz,	  Volodos	  substitutes	  the	  repeated	  chords,	  but,	  
unlike	  Horowitz,	  he	  adds	  leaping	  chords	  that	  fly	  through	  the	  upper	  registers	  of	  the	  
piano.	  
-­‐ m.	  212:	  He	  thickens	  the	  texture	  with	  full	  chords	  in	  the	  melodic	  content	  of	  the	  left	  
hand.	  
-­‐ m.	  213:	  He	  uses	  the	  same	  motif,	  but	  transforms	  it	  into	  an	  ostinato;	  and	  he	  repeats	  it	  
an	  extra	  bar	  to	  delay	  the	  final	  resolution	  in	  E	  major.	  
-­‐ m.	  214:	  Instead	  of	  an	  ascending	  double-­‐octave	  arpeggio	  in	  E	  major,	  he	  has	  both	  
hands	  climbing	  up	  in	  parallel	  motion,	  then	  splits	  into	  contrary	  motion	  halfway	  
through	  the	  keyboard,	  giving	  the	  music	  an	  extra	  exclamation	  point.	  
-­‐ m.	  215:	  After	  all	  the	  enriched	  textures,	  Volodos,	  as	  anticipated,	  reinforces	  the	  left	  
hand	  chords	  in	  the	  final	  bar	  of	  the	  work.	  
Both	  Horowitz	  and	  Volodos’	  revisions	  of	  the	  work	  carry	  on	  as	  if	  Liszt	  himself	  had	  
continued	  to	  renovate	  his	  masterpieces	  for	  another	  hundred	  years.	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   Liszt’s	  arrangements	  as	  documents	  of	  improvisation	  	  
	  
Liszt’s	  improvisatory	  skills	  feed	  directly	  into	  his	  desire	  to	  modify	  a	  work.	  	  It	  is	  
crucial	  to	  look	  at	  his	  arrangements	  to	  get	  a	  sense	  of	  his	  improvisatory	  skills.	  	  In	  Alan	  
Walker’s	  view,	  Liszt’s	  vast	  amount	  of	  arrangements	  –	  featuring	  reworking	  of	  over	  ninety	  
different	  composers	  –	  fall	  into	  two	  categories:	  paraphrases	  and	  transcriptions.41	  	  The	  
specificity	  of	  the	  terminology	  has	  always	  been	  an	  issue,	  as	  people	  often	  thoughtlessly	  
put	  the	  label	  of	  “transcription”	  onto	  any	  type	  of	  the	  arrangements	  –	  transcriptions	  or	  
paraphrases	  –	  made	  by	  Liszt.	  	  An	  arrangement	  is	  the	  general	  catch-­‐all	  term	  to	  describe	  a	  
composition	  rewritten	  for	  a	  different	  instrumentation	  based	  on	  previously	  existing	  
materials,	  or,	  to	  incorporate	  existing	  thematic	  materials	  into	  a	  medley.	  	  	  
A	  transcription	  implies	  taking	  a	  work	  that	  has	  been	  written	  for	  a	  specific	  
instrument	  or	  a	  group	  of	  instruments	  and	  rearranged	  for	  another	  instrument	  or	  a	  group	  
of	  instruments.	  	  Charles	  Suttoni	  eloquently	  describes	  Liszt’s	  transcriptions	  as	  “inimitable	  
and	  idiomatic	  translations	  of	  orchestral	  language	  into	  that	  of	  the	  piano.”42	  	  
Arrangements	  also	  include	  reductions,	  which	  generally	  refers	  to	  an	  orchestral	  
accompaniment	  to	  a	  concerto	  or	  an	  opera	  that	  has	  been	  reduced	  to	  a	  piano	  score.	  	  
Nevertheless,	  reduction	  belongs	  to	  the	  category	  of	  transcription.	  	  Most	  concerto	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
41 Alan Walker, Reflections on Liszt (Ithaca: Cornell University Press, 2005), 28. 
42 Charles Suttoni, Franz Liszt: Complete Piano Transcriptions from Wagner’s Operas (New York: 
Dover Publications), 1981. 
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reductions	  found	  in	  published	  scores	  require	  serious	  reconsiderations	  and	  necessary	  
modifications.	  
Some	  of	  the	  notable	  transcriptions	  by	  Liszt	  were	  also	  among	  the	  most	  popular	  
pieces	  in	  his	  repertoire	  during	  his	  early	  years	  as	  a	  concert	  pianist,	  which	  included	  the	  
nine	  symphonies	  of	  Beethoven	  and	  the	  Hector	  Berlioz’s	  Symphonie	  fantastique,43	  where	  
Liszt	  miraculously	  and	  idiomatically	  transcribed	  these	  large-­‐scale	  orchestral	  works	  for	  
two	  hands.	  	  Harold	  Schonberg	  points	  out	  that	  Liszt	  was	  the	  composer-­‐pianist	  that	  freed	  
the	  piano	  and	  the	  first	  to	  orchestrate	  on	  the	  piano.44	  	  Liszt	  also	  was	  instrumental	  in	  the	  
dissemination	  and	  responsible	  for	  the	  popularity	  of	  Schubert’s	  lieder	  as	  he	  arranged	  
dozens	  of	  vocal	  works	  by	  the	  greatest	  tunesmith.	  	  In	  the	  case	  of	  these	  arrangements,	  
they	  fall	  in	  between	  the	  category	  of	  paraphrase	  and	  transcription	  because	  they	  carry	  
characteristics	  of	  both.	  	  On	  one	  hand,	  their	  identity	  is	  closer	  to	  transcription,	  as	  they	  
follow	  closely	  to	  Schubert’s	  original	  sequence	  of	  stanzas.	  	  On	  the	  other,	  Liszt	  found	  it	  
necessary	  to	  elaborate	  pianistically	  in	  many	  of	  these	  arrangements	  in	  order	  to	  solve	  the	  
issue	  of	  the	  absence	  of	  texts,	  which	  makes	  the	  instrumental	  version	  repetitive,	  and	  to	  
avoid	  redundancy	  of	  the	  strophic	  form.	  
Concert	  paraphrases	  on	  French	  and	  Italian	  operas	  occupy	  much	  of	  the	  virtuoso	  
category	  in	  Liszt’s	  oeuvre,	  as	  they	  did	  for	  other	  leading	  virtuoso	  pianists	  of	  the	  day.	  	  A	  
paraphrase	  implies	  borrowing	  melodic	  materials	  penned	  by	  another	  composer	  (or	  in	  
some	  cases,	  the	  composer	  himself/herself)	  and	  restructuring	  and	  fusing	  them	  into	  one	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
43 Schumann’s famous 1835 review on Berlioz’s Sinfonie Fantastique was in fact based on 
Liszt’s piano transcription, not the orchestral score.   
44 Schonberg, The Great Pianists, 170. 
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single-­‐movement	  work.	  	  They	  are	  essentially	  re-­‐compositions	  and	  are	  much	  freer	  
structurally	  –	  that	  is	  the	  main	  difference	  between	  a	  paraphrase	  and	  a	  transcription.	  	  
Paraphrase	  is	  synonymous	  with	  fantasy	  (such	  as	  Grand	  Concert	  Fantasy	  from	  Bellini’s	  
Sonnambula)	  and	  caprice	  (such	  as	  Soirées	  de	  Vienne—Valses	  caprices	  d’après	  Schubert).	  	  
These	  titles	  are	  interchangeable.	  	  Brahms	  expressed	  his	  admiration	  for	  Liszt	  by	  saying:	  
“Whoever	  really	  wants	  to	  know	  what	  Liszt	  has	  done	  for	  the	  piano	  should	  study	  his	  old	  
operatic	  fantasies.”45	  	  In	  some	  cases,	  he	  poetically	  refers	  to	  these	  paraphrases	  as	  
réminiscences	  (such	  as	  Réminiscence	  de	  Norma),	  a	  term	  which	  he	  appropriated,	  and	  
which	  carries	  the	  same	  meaning	  as	  the	  aforementioned	  titles.	  	  Some	  of	  the	  most	  
beloved	  paraphrases	  include	  Concert	  Paraphrase	  on	  Verdi’s	  Rigoletto,	  in	  which	  he	  
skillfully	  transforms	  the	  quartet	  from	  the	  third	  act,	  “Bella	  figlia	  dell’amore,”	  into	  a	  
colorful	  pianistic	  showpiece.	  	  Réminiscence	  de	  Don	  Juan	  also	  remains	  a	  staple	  of	  the	  
piano	  repertoire,	  as	  Liszt	  masterfully	  selects	  three	  prominent	  numbers	  from	  Mozart’s	  
opera	  and	  rearranges	  their	  order	  to	  recreate	  a	  dramatic	  and	  dazzling	  concert	  piece.46	  
Along	  the	  same	  line	  as	  the	  paraphrases,	  Liszt	  also	  wrote	  theme	  and	  variations	  in	  a	  
similar	  fashion	  (such	  as	  Variations	  on	  Mendelssohn’s	  Wedding	  March).	  	  A	  paraphrase	  is	  
by	  nature	  much	  closer	  to	  improvisation	  than	  a	  transcription;	  it	  moves	  further	  away	  from	  
the	  original	  content,	  particularly	  in	  terms	  of	  structure	  and	  the	  sequence	  of	  episodes	  and	  
themes,	  and	  therefore,	  it	  is	  freer	  in	  every	  sense	  of	  the	  word.	  	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
45 Arthur Freidheim, Life and Liszt (New York: Taplinger Publishing, 1961). 
46 Charles Rosen, The Romantic Generation (Cambridge: Harvard University Press, 1995), 
528. 
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Unlike	  his	  arrangements	  of	  Italian	  and	  French	  operas,	  it	  is	  interesting	  to	  note	  
that	  majority	  of	  Liszt’s	  arrangements	  of	  music	  from	  Wagner’s	  operas	  actually	  belong	  to	  
the	  category	  of	  transcriptions	  rather	  than	  paraphrases.	  	  This	  is	  due	  to	  the	  fundamental	  
differences	  of	  aesthetics	  between	  Wagner	  and	  other	  opera	  composers	  such	  as	  Bellini	  
and	  Verdi.	  	  Liszt	  understood	  perfectly	  that	  the	  Wagner’s	  construction	  of	  his	  operas	  did	  
not	  derive	  solely	  from	  the	  melodic	  content,	  as	  the	  Wagner’s	  orchestration	  often	  
included	  principal	  material,	  and	  the	  leitmotifs	  were	  embedded	  in	  the	  vocal	  parts	  as	  well	  
as	  the	  orchestral	  texture,	  whereas	  French	  and	  Italian	  operas	  tend	  to	  be	  driven	  by	  the	  
melodic	  ideas,	  especially	  bel	  canto	  operas.	  	  Suttoni	  points	  out	  that	  when	  Liszt	  retired	  
from	  the	  concert	  platform	  in	  1847,	  his	  interests	  turned	  more	  towards	  transcriptions	  of	  a	  
specific,	  notable	  episode	  from	  an	  opera	  rather	  than	  transforming	  an	  entire	  opera	  into	  a	  
single-­‐movement	  fantasy	  that	  encompasses	  various	  scenes.47	  	  For	  Liszt,	  the	  simplicity	  of	  
orchestration	  and	  the	  predominantly	  melodic	  texture	  of	  Italian	  and	  French	  operas	  gave	  
him	  more	  freedom	  to	  improvise	  and	  elaborate.	  	  Since	  the	  vocal	  materials	  are	  less	  
dominant	  in	  Wagner’s	  operas	  and	  are	  often	  doubled	  by	  other	  instruments	  or	  embedded	  
in	  the	  intricate	  orchestral	  texture,	  Wagner	  gives	  Liszt	  less	  room	  to	  elaborate	  upon	  
existing	  materials.	  	  The	  popular	  transcription	  of	  the	  Liebestod	  from	  Tristan	  und	  Isolde	  is	  
an	  example	  of	  this.	  	  Consequently,	  his	  arrangements	  of	  Wagner’s	  operas	  came	  mostly	  
from	  overtures	  and	  orchestral	  interludes.	  	  The	  transcription	  of	  the	  overture	  to	  
Tannhäuser,	  for	  example,	  is	  based	  on	  the	  same	  principles	  as	  his	  transcription	  of	  the	  
Beethoven	  symphonies.	  	  Even	  his	  treatment	  of	  vocal	  numbers	  such	  as	  Wolfram’s	  aria	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
47 Charles Suttoni, Franz Liszt: Complete Piano Transcriptions from Wagner’s Operas (New York: 
Dover Publications, 1981), i-ii. 
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from	  Tannhäuser,	  "O	  du	  mein	  holder	  Abendstern,"	  is	  much	  more	  straightforward	  than	  
his	  paraphrases	  of	  arias	  from	  Italian	  and	  French	  operas.	  	  
Whether	  it	  is	  a	  straight-­‐ahead	  transcription	  or	  an	  elaborate	  paraphrase,	  both	  
types	  of	  arrangements	  serve	  as	  documents	  of	  Liszt’s	  wizardry	  as	  an	  improviser	  and	  his	  
ability	  to	  imaginatively	  transform	  the	  same	  musical	  material	  from	  one	  idiom	  to	  another.	  	  
But,	  of	  the	  two,	  the	  operatic	  paraphrase	  is	  the	  best	  window	  for	  us	  to	  get	  a	  sense,	  if	  only	  
a	  glimpse,	  of	  the	  kind	  of	  improvisations	  that	  brought	  the	  house	  down	  wherever	  Liszt	  
performed.	  	  As	  I	  have	  mentioned	  earlier,	  the	  fountainhead	  of	  score	  alteration	  is	  
improvisation.	  	  
In	  Liszt’s	  transcriptions	  and	  paraphrases,	  the	  embellishments	  with	  which	  he	  
decorates	  themes	  display	  a	  consistent	  vocabulary,	  one	  that	  he	  presumably	  employed	  
when	  actually	  improvising.	  	  Here	  are	  the	  standard	  figurations:	  
1.	  The	  left	  hand	  plays	  the	  tune	  as	  well	  as	  the	  bass	  line	  while	  the	  right	  hand	  
decorates	  with	  all	  manner	  of	  pianistic	  acrobatics:	  scales,	  repeated	  four-­‐note	  pattern	  
runs,	  solid	  and	  alternating	  thirds.	  	  Examples	  can	  be	  seen	  from	  the	  Concert	  Paraphrase	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Horowitz	  does	  the	  same	  trick	  in	  his	  modified	  version	  of	  Liszt’s	  Concert	  
Paraphrase	  on	  Mendelssohn’s	  Wedding	  March,	  in	  which	  the	  universally	  recognizable	  
theme	  (played	  by	  the	  left	  hand)	  is	  decorated	  with	  chromatic	  passagework	  (in	  the	  right	  
hand	  part):	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Example	  2.10,	  Liszt,	  Concert	  Paraphrase	  on	  Mendelssohn’s	  Wedding	  March,	  modified	  by	  




It	  is	  a	  chain	  of	  influence,	  from	  Liszt	  to	  Horowitz	  to	  Volodos.	  	  Here	  Volodos	  uses	  
similar	  textural	  writing	  in	  his	  paraphrase	  on	  Mozart’s	  rondo	  finale	  from	  the	  K.	  331	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Example	  2.11,	  Volodos,	  Concert	  Paraphrase	  on	  Mozart’s	  Rondo	  alla	  Turca,	  mm.	  93-­‐98:	  
	  
	  
2.	  Rapid	  alternating	  octaves	  or	  chords	  applied	  to	  thematic	  material.	  	  Examples	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3.	  Rapid	  passagework	  with	  thematic	  material	  embedded.	  	  Examples	  can	  be	  found	  
in	  Concert	  Paraphrase	  on	  a	  Valse	  de	  l’opéra	  Faust	  de	  Gounod,	  Concert	  Waltz	  on	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Example	  2.13,	  Liszt,	  Valse	  de	  l’opéra	  Faust	  de	  Gounod,	  mm.	  347-­‐365:	  
	  
	  
4.	  Extensive	  arpeggios	  spanning	  over	  two	  or	  more	  octaves	  with	  thematic	  
materials	  embedded	  in	  the	  texture.	  	  Examples	  can	  be	  found	  in	  Reminiscences	  of	  Bellini’s	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Example	  2.14,	  Liszt,	  Réminiscences	  de	  Norma,	  mm.	  251-­‐253:	  
	  
	  
5.	  Thematic	  combinations,	  or	  as	  Suttoni	  calls,	  “réunion	  des	  themes.”	  	  Combining	  
two	  more	  or	  themes	  together.	  	  Examples	  can	  be	  found	  in	  Reminiscenes	  of	  Bellini’s	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Example	  2.15,	  Liszt,	  Réminiscences	  de	  Norma,	  mm.	  374-­‐386:	  
	  
	  
These	  licks,	  to	  borrow	  a	  term	  from	  jazz,	  have	  been	  passed	  down	  to	  and	  
cherished	  by	  generations	  of	  pianist-­‐composers,	  from	  the	  pianists	  of	  the	  Golden	  Age	  to	  
today.	  	  The	  pianists	  who	  followed	  the	  footsteps	  of	  Liszt	  utilized	  these	  licks	  not	  only	  in	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Liszt’s	  ossia	  
	  
Piano	  composers,	  particularly	  from	  the	  1800	  onwards,	  typically	  include	  ossia	  
passages	  to	  offer	  an	  alternate	  version	  of	  a	  technically	  demanding	  passage	  that	  is	  easier	  
to	  execute	  (occasionally	  marked	  as	  Leichtere	  Ausführung),	  or	  for	  pianists	  with	  smaller	  
hands	  to	  facilitate,	  or	  on	  a	  more	  rare	  occasion,	  to	  allow	  a	  passage	  to	  be	  performed	  on	  
an	  older	  model	  of	  piano	  that	  ranges	  only	  six	  octaves	  (such	  as	  Liszt’s	  transcription	  of	  the	  
Overture	  to	  William	  Tell).	  	  In	  the	  case	  of	  the	  Legend	  No.	  2:	  St.	  Francis	  of	  Paola	  Walking	  
on	  the	  Waves,	  Liszt	  actually	  produced	  a	  simplified	  version	  for	  pianists	  who	  are	  
technically	  less	  equipped.	  	  Liszt	  ingeniously	  changes	  the	  rapidly	  sweeping	  scales	  in	  the	  
left	  hand	  part	  of	  the	  original	  version	  to	  broken	  octaves	  to	  make	  the	  execution	  much	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Example	  2.16,	  Liszt,	  St.	  François	  de	  Paule	  marchant	  sur	  les	  flots,	  original	  version,	  mm.	  
34-­‐37:	  
	  
Example	  2.17,	  Liszt,	  St.	  François	  de	  Paule	  marchant	  sur	  les	  flots,	  simplified	  version,	  mm.	  
34-­‐39:	  
	  
While	  Liszt	  certainly	  does	  offer	  easier	  options	  in	  numerous	  works,	  he	  also	  includes	  
ossias	  that	  have	  nothing	  to	  do	  with	  the	  level	  of	  technical	  difficulty,	  but	  rather,	  as	  an	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alternative	  musical	  idea	  for	  different	  sonic	  effect	  in	  a	  performance.	  	  The	  fact	  that	  Liszt	  
frequently	  presented	  alternative	  ideas	  not	  for	  the	  sake	  of	  easier	  execution	  proves	  that	  
his	  ideas	  were	  overflowing	  and	  he	  wished	  to	  present	  different	  possibilities	  to	  the	  
performer.	  	  This	  is	  a	  sign	  that	  Liszt	  encouraged	  the	  performer	  to	  have	  interpretative	  
ownership	  and	  welcomed	  them	  modify	  the	  score	  to	  get	  the	  interpretation	  across.	  	  	  
Some	  notable	  examples	  including	  Mephisto	  Waltz	  No.	  1,	  where	  he	  inserts	  an	  




Example	  2.18,	  Liszt,	  Mephisto	  Waltz	  No.	  1,	  mm.	  161-­‐172:	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In	  this	  case,	  his	  own	  piano	  transcription	  appears	  to	  be	  more	  idiomatic	  for	  the	  
instrument,	  but	  nevertheless,	  he	  wanted	  to	  give	  the	  performer	  another	  option.	  	  
Horowitz	  saw	  this	  act	  as	  a	  cue	  to	  combine	  the	  orchestral	  transcription	  by	  Busoni	  and	  the	  
solo	  version	  by	  Liszt	  himself	  to	  make	  his	  own	  version	  as	  he	  saw	  fit.	  	  	  
	   Arguably,	  the	  most	  famous	  ossia	  in	  the	  repertoire	  is	  the	  cadenza	  from	  the	  first	  
movement	  of	  Rachmaninoff’s	  Third	  Piano	  Concerto,	  which	  also	  serves	  as	  another	  
example	  in	  which	  the	  alternate	  version	  is	  technically	  more	  challenging	  than	  the	  original.	  	  
The	  character	  of	  this	  alternative	  cadenza	  is	  drastically	  different	  from	  the	  original	  one,	  as	  
it	  contains	  many	  more	  notes	  and	  features	  a	  grandiose	  re-­‐statement	  of	  the	  first	  theme.	  	  
The	  original	  cadenza,	  on	  the	  other	  hand,	  conveys	  the	  theme	  in	  a	  lighter,	  more	  
scherzando	  character.	  	  Even	  though	  Rachmaninoff	  himself	  performed	  and	  recorded	  the	  
so-­‐called	  “small”	  original	  cadenza,	  most	  pianists	  opt	  to	  play	  the	  “big”	  cadenza.	  	  This	  
concerto	  is	  one	  of	  the	  most	  popular	  choices	  for	  pianists	  competing	  in	  international	  
piano	  competitions;48	  perhaps	  that	  is	  the	  main	  cause	  of	  the	  choice.	  
	   Another	  example	  in	  which	  ossia	  has	  become	  the	  standard	  version	  can	  be	  found	  
in	  the	  climatic	  passage	  of	  Liszt’s	  Ballade	  No.	  2.	  	  The	  alternate	  passage	  here	  features	  
sweeping	  scales	  played	  by	  both	  hands	  along	  with	  chords	  embedded	  in	  the	  texture	  that	  
outline	  the	  theme.	  	  The	  original	  version	  merely	  has	  thick	  chords	  in	  ascending	  motion.	  	  It	  
is	  perfectly	  understandable	  that	  the	  majority	  of	  pianists	  choose	  to	  play	  the	  ossia	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
48 In the Cliburn and Tchaikovsky competitions, for example, Rachmaninoff’s Third 
Piano Concerto remains a popular choice in the final round, and more often than not, 
the winner happens to play that concerto. 
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version,	  as	  the	  scales	  add	  an	  extra	  dimension	  to	  the	  passage	  and	  the	  sonic	  effect	  is	  less	  
vertical	  and	  square.	  	  Like	  the	  cadenza	  from	  Rachmaninoff’s	  concerto,	  this	  alternate	  








Example	  2.19,	  Liszt,	  Ballade	  No.	  2	  in	  B	  minor,	  mm.	  292-­‐295:	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   “It	  was	  inevitable	  that	  opera	  and	  the	  piano	  would	  merge	  their	  respective	  arts	  in	  
the	  first	  half	  of	  the	  nineteenth	  century,”	  as	  Suttoni	  states,	  and	  he	  further	  claims	  that	  
“the	  piano	  was	  the	  first	  solo	  instrument	  to	  rival	  the	  orchestra.	  	  Each	  home	  with	  a	  piano	  
became	  its	  own	  opera	  theater	  or	  concert	  hall.”49	  	  As	  piano	  virtuosity	  grew	  to	  reach	  its	  
Golden	  Age	  during	  first	  half	  of	  the	  nineteenth	  century,	  the	  vocal	  equivalent,	  bel	  canto,	  
also	  flourished	  around	  the	  same	  time.	  	  Gioachino	  Rossini,	  Vincenzo	  Bellini,	  and	  Gaetano	  
Donizetti	  all	  wrote	  virtuosic	  passages	  in	  the	  arias	  within	  their	  operas	  –	  much	  like	  Liszt’s	  
bravura	  passages.	  	  The	  element	  that	  mirrors	  each	  other	  between	  opera	  and	  piano	  is	  
ossia.	  	  Ossia	  passages	  are	  ubiquitous	  in	  operatic	  arias,	  especially	  in	  bel	  canto,	  and	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
49 Charles Suttoni, Franz Liszt: Piano Transcriptions from French and Italian Operas (New York: 
Dover Publications, 1982). 
	   60	  
singers,	  then	  and	  now,	  enjoy	  modifying	  the	  ossia	  passages	  to	  suit	  their	  voice	  and	  show	  
off	  their	  technique.	  	  Different	  editions	  offer	  different	  options	  when	  it	  comes	  to	  ossia	  
passages,	  and	  voice	  teachers	  tend	  to	  modify	  on	  top	  of	  what	  is	  given	  in	  the	  editions.	  	  
When	  both	  genres	  are	  concerned,	  there	  seems	  to	  be	  a	  double	  standard	  in	  terms	  of	  the	  
acceptance	  of	  score	  alteration.	  	  Not	  only	  is	  score	  alteration	  permissive,	  it	  is	  expected	  in	  
opera	  repertoire.	  	  For	  instance,	  if	  Rosina	  from	  Il	  Barbiere	  di	  Siviglia	  sang	  “Una	  voce	  poco	  
fa”	  exactly	  as	  Rossini	  had	  written	  on	  the	  page	  with	  no	  alteration	  or	  addition,	  the	  singer	  
would	  appear	  to	  sound	  uneducated.	  	  In	  piano	  repertoire,	  it	  is	  a	  taboo	  that	  is	  often	  
frowned	  upon	  when	  pianists	  tamper	  with	  the	  score.	  	  This	  double	  standard	  exists	  with	  
orchestral	  repertoire	  as	  well.	  	  Horowitz	  complains	  that	  because	  the	  piano	  is	  a	  
transparent	  and	  exposed	  instrument,	  compared	  to	  an	  orchestra,	  it	  is	  easier	  for	  people	  
hear	  everything,	  and	  thus	  purists	  always	  want	  the	  score	  to	  be	  performed	  exactly	  as	  
written.50	  	  He	  goes	  on	  and	  points	  out	  when	  legendary	  conductors,	  such	  as	  Mahler	  and	  
Arturo	  Toscanini,	  modify	  the	  orchestration	  (doubling,	  omitting)	  for	  the	  purpose	  of	  clarity	  
and	  color,	  they	  do	  not	  receive	  the	  same	  criticism	  pianists	  like	  Horowitz	  do.51	  
	  
	  
Liszt’s	  cuts	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
50 David Dubal, Reflections from the keyboard: The World of the Concert Pianist (New York: 
Schirmer Books, 1997), 221. 
51 I once attended a talk given by Daniel Barenboim at the Columbia University, and he 
pointed out that he favors doubling the woodwind parts when he conducts the nine 
Beethoven symphonies, because when wind players attempt to play louder to match the 
richness of the strings and brass, the tone quality tends to suffer.  This was not an issue 
during Beethoven’s time with original instruments; also, the conventions of sectional 
balance have changed.  
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Structural	  cuts	  serve	  much	  the	  same	  function	  as	  ossia	  passages	  in	  Liszt’s	  oeuvre.	  	  
Ossia	  and	  cuts	  are	  interrelated	  in	  most	  cases.	  	  The	  wealth	  of	  Liszt’s	  musical	  ideas	  and	  his	  
kindness	  towards	  performers	  inspire	  him	  to	  provide	  alternate	  passages	  as	  well	  as	  
optional	  cuts.	  	  He	  takes	  the	  technical	  demands	  –	  in	  execution	  as	  well	  as	  stamina	  –	  into	  
account	  when	  composing	  virtuosic	  arrangements.	  	  Consequently,	  ossia	  passages	  and	  
cuts	  serve	  the	  same	  purpose,	  and	  the	  two	  are	  often	  intertwined.	  	  Certain	  ossia	  passages	  
consist	  not	  only	  of	  alternative	  materials,	  but	  also	  shortened	  passages	  as	  well.	  	  For	  
instance,	  in	  the	  1861	  Concert	  Paraphrase	  on	  a	  Waltz	  from	  Gounod’s	  Faust,	  if	  the	  pianist	  
chooses	  to	  perform	  the	  ossia	  at	  the	  end	  of	  the	  first	  section,	  then	  eight	  measures	  from	  
the	  original	  version	  would	  be	  omitted	  as	  a	  result.	  	  Later	  on	  in	  the	  piece,	  towards	  the	  end	  
of	  the	  central	  section	  that	  features	  the	  love	  duet	  between	  Faust	  and	  Marguerite,	  Liszt	  
wrote	  an	  optional	  cadenza	  that	  extends	  the	  piece	  by	  twelve	  bars.	  	  	  
Another	  example	  of	  a	  cut	  that	  functions	  in	  the	  same	  fashion	  can	  be	  found	  in	  
Réminiscences	  de	  Don	  Juan,	  where	  Liszt	  offers	  two	  cuts	  that	  involve	  transitions	  between	  
two	  of	  the	  main	  episodes.	  	  Additionally,	  he	  offers	  another	  optional	  cut	  in	  the	  coda.	  	  This	  
is	  a	  high-­‐octane	  concert	  paraphrase	  on	  three	  different	  episodes	  from	  Mozart’s	  opera:	  it	  
opens	  with	  the	  graveyard	  scene	  where	  Don	  Giovanni	  is	  confronted	  by	  Commendatore,	  
followed	  by	  the	  seductive	  duet	  between	  Zerlina	  and	  the	  Don	  (“Là	  ci	  darem	  la	  mano”),	  
and	  concludes	  with	  the	  Champagne	  Aria	  (“Fin	  ch’han	  dal	  vino”).	  	  Liszt	  chronologically	  
deconstructed	  these	  events	  from	  the	  opera	  and	  rearranged	  them	  in	  order	  to	  suit	  the	  
purpose	  of	  an	  electrifying	  concert	  paraphrase	  –	  from	  darkness	  to	  light,	  and	  conclude	  in	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an	  exhilarating	  fashion.	  	  For	  this	  reason,	  Liszt	  needs	  effective	  transitions	  to	  weave	  the	  
episodes	  together.	  	  At	  the	  end	  of	  the	  first	  section	  of	  this	  concert	  paraphrase,	  Liszt	  
elaborates	  on	  Mozart’s	  original	  motif	  (taken	  from	  the	  overture	  as	  well	  as	  the	  Act	  II	  
finale)	  by	  asking	  the	  pianist	  to	  play	  rapid	  scales	  in	  thirds	  spanning	  three	  octaves,	  topped	  
off	  by	  a	  chromatic	  scale	  in	  contrary	  motion.	  	  Since	  this	  passage	  poses	  high	  technical	  
demands	  in	  a	  work	  that	  is	  already	  stuffed	  with	  pianistic	  acrobatics,	  Liszt	  offers	  an	  
alternative,	  one	  that	  removes	  all	  the	  virtuosic	  flourishes.	  	  Later	  on	  in	  the	  work,	  after	  a	  
series	  of	  variations	  based	  on	  the	  “Là	  ci	  darem	  la	  mano,”	  Liszt	  once	  again	  offers	  two	  
different	  transitions.	  	  Unlike	  the	  first	  optional	  cut,	  where	  Liszt	  offers	  an	  easier	  
alternative,	  this	  optional	  cut	  does	  not	  offer	  an	  easier	  alternative;	  rather,	  the	  
modification	  is	  one	  of	  length.	  	  The	  longer	  transition	  features	  one	  of	  Liszt’s	  signature	  
moves	  in	  which	  he	  combines	  two	  themes	  and	  layers	  them	  on	  top	  of	  each	  other:	  the	  
right	  hand	  plays	  the	  motif	  taken	  from	  the	  second	  violin	  part	  of	  the	  overture	  and	  the	  Act	  
II	  finale,	  while	  the	  left	  hand	  foreshadows	  the	  final	  section	  of	  this	  paraphrase	  by	  playing	  a	  
phrase	  from	  the	  Champagne	  Aria.	  	  By	  quoting	  the	  darker	  phrase	  (in	  the	  parallel	  minor	  
key	  of	  B♭minor)	  of	  “Fin	  ch’han	  dal	  vino”	  and	  combining	  it	  with	  the	  foreboding	  motif	  
from	  the	  overture,	  Liszt	  skillfully	  fuses	  Don	  Giovanni’s	  most	  arrogant	  movement	  (the	  
Champagne	  Aria)	  with	  his	  most	  vulnerable	  state	  (the	  final	  confrontation	  with	  the	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Example	  2.20,	  Liszt,	  Réminiscences	  de	  Don	  Juan,	  solo	  piano	  version:	  
	  
	  
Similarly,	  in	  Réminiscences	  de	  Robert	  le	  Diable	  –	  a	  work	  that	  helped	  Liszt	  gain	  his	  
popularity	  during	  his	  heyday	  as	  a	  concert	  pianist52	  	  –	  Liszt	  allows	  the	  pianist	  to	  have	  the	  
option,	  not	  only	  to	  take	  an	  easier	  alternative	  in	  the	  march	  section	  to	  avoid	  tricky	  leaps,	  
but	  to	  employ	  an	  ossia	  that	  leads	  directly	  to	  the	  Più	  presto	  section	  (difficult	  in	  its	  own	  
right,	  with	  a	  barrage	  of	  rapid	  double	  octaves	  and	  chords).	  	  	  
Whether	  he	  offers	  ossia	  passages	  or	  optional	  cuts,	  Liszt’s	  open-­‐mindedness	  as	  a	  
composer-­‐pianist	  is	  manifested	  through	  these	  options	  he	  provides	  for	  the	  performer.	  	  
Pianists	  can	  take	  the	  preponderance	  of	  ossia	  passages	  and	  optional	  cuts	  as	  a	  cue	  that	  
Liszt	  welcomes	  score	  modifications,	  not	  just	  texturally,	  but	  also	  structurally	  (as	  in	  the	  
transitional	  passages	  of	  his	  virtuosic	  works).	  	  As	  technically	  challenging	  as	  his	  music	  is,	  
he	  is	  actually	  an	  empathetic	  piano	  composer.	  	  His	  offering	  of	  easier	  alternatives53	  and	  
sensitivity	  towards	  the	  performer	  shows	  that	  his	  music	  is	  created	  from	  the	  pianist’s	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
52 According to Charles Suttoni, when Liszt first introduced the work at his Paris debut 
on March 27, 1841, “it caused more commotion than any other piano piece in history.”  
Audience members who attended the second recital of that tour demanded the piece to 
be performed on the spot.   
53 I was once performing the Liszt’s Valse de l’opéra Faust de Gounod at the end of a recital 
under challenging conditions – fatigue, noisy audience and a very warm room – and so I 
opted to take Liszt’s cuts on the spot.  Not only was I thankful for these cuts for practical 
purposes, I also realized that the structural modifications did not take away from the 
essence of the piece.   
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perspective,	  and	  that	  he	  composed	  for	  the	  piano	  –	  even	  when	  the	  textures	  resemble	  
orchestral	  music	  or	  opera	  –	  in	  order	  to	  display	  the	  pianist’s	  bravura	  and	  the	  instrument’s	  
range	  of	  colors.	  	  Composers	  such	  as	  Schubert,	  Schumann,	  and	  Brahms,	  on	  the	  other	  
hand,	  did	  not	  write	  for	  the	  piano	  or	  from	  the	  pianist’s	  standpoint.	  	  They	  composed	  
music	  with	  ideals	  that	  extend	  beyond	  the	  piano;	  therefore,	  their	  piano	  works	  are	  often	  
more	  awkward,	  pianistically	  speaking,	  and	  yet	  the	  sonic	  effect	  does	  not	  match	  the	  
technical	  demands.	  	  Like	  Liszt,	  they	  used	  the	  piano	  as	  a	  vehicle	  to	  convey	  their	  visions;	  
except	  that	  Liszt’s	  ideals,	  particularly	  with	  the	  virtuosic	  repertoire,	  were	  about	  the	  piano	  
per	  se	  and	  all	  of	  its	  capabilities.	  	  The	  main	  difference	  between	  Liszt	  and	  the	  
aforementioned	  composers	  is	  that	  they	  were	  not	  virtuoso	  pianists.	  	  They	  never	  indulged	  
in	  virtuosic	  writing	  the	  same	  way	  Liszt	  does.	  	  Schubert	  was	  a	  mediocre	  pianist	  at	  best,	  
approaching	  virtuosic	  writing	  from	  the	  outside.	  	  Brahms	  was	  more	  able	  as	  a	  player,	  but	  
consistently	  conceived	  his	  piano	  works	  orchestrally,	  with	  meticulous	  control	  of	  voice	  
leading.	  	  To	  overcome	  the	  technical	  difficulties	  and	  successfully	  execute	  the	  most	  
virtuosic	  pieces	  in	  these	  composers’	  oeuvre	  –	  Schubert’s	  Wanderer	  Fantasy,	  Schumann’s	  
Toccata	  and	  études,	  or	  Brahms’	  Paganini	  Variations,	  for	  instance	  –	  requires	  far	  more	  
work	  than	  say,	  Liszt’s	  nineteen	  Hungarian	  Rhapsodies.	  	  And	  yet,	  the	  sonic	  effect	  of	  the	  
Hungarian	  Rhapsodies	  suggests	  absolutely	  the	  same	  level	  of	  virtuosity,	  if	  not	  more.	  	  The	  
aforementioned	  works	  by	  Schubert,	  Schumann	  and	  Brahms	  are	  harder	  than	  they	  sound;	  
the	  Hungarian	  Rhapsodies	  sound	  harder	  than	  they	  actually	  are.	  The	  Hungarian	  
Rhapsodies	  of	  Liszt	  are	  widely	  considered	  to	  be	  lesser	  works.	  However,	  as	  virtuoso	  
music,	  they	  achieve	  a	  rare	  ideal:	  maximum	  impact	  with	  minimal	  means.	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Liszt’s	  solo	  piano	  works	  arranged	  for	  other	  mediums:	  orchestras	  or	  vice	  versa	  	  
	  
Now	  that	  we	  have	  examined	  revisions,	  improvisations,	  ossia,	  and	  optional	  cuts,	  
we	  know	  that	  most	  of	  Liszt’s	  pieces	  really	  do	  not	  exist	  in	  a	  single	  definitive	  version,	  and	  
also	  that	  he	  enjoyed	  modifying	  his	  own	  compositions.	  	  In	  addition,	  it	  is	  important	  to	  
consider	  arrangements	  he	  made	  of	  his	  own	  works.	  	  Some	  of	  his	  most	  popular	  works	  –	  
the	  Mephisto	  Waltzes,	  Two	  Episodes	  from	  Faust,	  the	  Tarantella	  from	  Venezia	  e	  Napoli,	  
several	  of	  the	  Hungarian	  Rhapsodies,	  the	  Two	  Legends,	  Rákóczi	  March	  –	  come	  in	  various	  
versions	  for	  different	  media,	  arranged	  by	  the	  composer	  himself.	  	  He	  arranged	  his	  own	  
solo	  pieces	  for	  two-­‐pianos	  four-­‐hands,	  one-­‐piano	  four-­‐hands,	  and	  even	  full	  orchestra.	  	  
Conversely,	  he	  also	  made	  arrangements	  of	  his	  orchestral	  pieces	  for	  solo	  piano.	  	  Looking	  
into	  a	  solo	  piano	  work	  that	  has	  been	  arranged	  for	  an	  orchestra,	  and	  vice	  versa,	  is	  a	  
crucial	  window	  into	  Liszt’s	  musical	  thinking.	  	  It	  helps	  the	  pianist	  assimilate	  the	  piece	  on	  a	  
deeper	  level	  and	  it	  also	  provide	  richer	  context	  for	  the	  performer	  to	  make	  interpretative	  
decisions.	  	  By	  examining	  the	  modifications	  Liszt	  makes	  in	  order	  to	  adapt	  to	  a	  specific	  
instrumentation,	  we	  get	  a	  closer	  view	  of	  the	  work	  and	  grasp	  Liszt’s	  compositional	  
intentions.	  	  Here	  are	  some	  examples	  of	  how	  skillfully	  Liszt	  can	  adapt	  his	  style	  to	  a	  variety	  
of	  mediums.	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The	  first	  of	  the	  four	  Mephisto	  Waltzes54	  is	  one	  of	  Liszt’s	  most	  celebrated	  works.	  	  
It	  is	  one	  of	  the	  greatest	  examples	  of	  program	  music.	  	  This	  literary-­‐inspired	  work	  is	  based	  
on	  Austrian	  poet,	  Nikolaus	  Lenau’s	  poem	  Faust.55	  	  Liszt	  produced	  this	  work	  in	  three	  
versions.	  	  It	  was	  originally	  conceived	  as	  an	  orchestral	  work,	  as	  the	  second	  part	  of	  Two	  
Episodes	  from	  Lenau’s	  Faust,	  entitled	  “The	  Dance	  in	  the	  Village	  Inn”.	  	  Liszt	  arranged	  the	  
waltz	  for	  piano	  solo,	  as	  well	  as	  one	  piano,	  four	  hands.	  	  Additionally,	  Ferruccio	  Busoni	  
made	  an	  arrangement	  of	  Liszt’s	  orchestral	  version,	  which	  provided	  a	  playground	  of	  
score	  alterations	  for	  generations	  of	  pianists	  to	  follow.	  	  The	  materials	  in	  all	  three	  versions	  
by	  Liszt	  are	  essentially	  the	  same.	  	  He	  uses	  the	  same	  melodic	  lines,	  motifs,	  and	  harmonic	  
content,	  and	  all	  three	  versions	  are	  structured	  in	  the	  same	  way,	  following	  the	  
composition’s	  dramatic	  program.	  	  However,	  Liszt	  skillfully	  adapts	  texture,	  register	  and	  
passagework	  for	  each	  medium.56	  	  The	  piano	  duet	  version	  is	  close	  to	  the	  solo	  piano	  
version,	  but	  there	  are	  passages	  where	  Liszt	  uses	  the	  extra	  hands	  to	  imitate	  the	  
orchestral	  sonorities	  of	  the	  original.	  	  In	  a	  way,	  the	  duet	  version	  serves	  as	  a	  bridge	  
between	  the	  versions	  for	  orchestra	  and	  solo	  piano.	  	  In	  the	  solo	  piano	  arrangement,	  Liszt	  
maintains	  the	  spirit	  of	  the	  score	  and	  transforms	  the	  original	  orchestral	  materials	  into	  
virtuosic	  writing,	  without	  changing	  the	  essence	  of	  the	  piece.	  	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
54 Mephisto Waltz No. 1, along with the other three piano versions, is the title applied to the 
solo piano version, whereas the orchestral version is generally called The Dance in the Village 
Inn, the second piece of Two Episodes from Nikolaus Lenau’s Faust. 
55 Not to be confused with Goethe’s Faust. 
56 In addition to modifications of pitch-based content, Liszt’s tempo indications are 
different in the three versions of Mephisto Waltz No. 1. 
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In	  the	  following	  passage,	  taken	  from	  the	  orchestral	  version,	  the	  violins	  play	  the	  
principal	  melodic	  line,	  featuring	  a	  rapid	  ascending	  scale	  followed	  by	  broken	  dominant	  
seventh	  chords:	  
	  
Example	  2.21,	  Liszt,	  Mephisto	  Waltz	  No.	  1,	  orchestral	  version,	  mm.	  D/1-­‐10:	  
	  
Idiomatically,	  this	  is	  typical	  virtuosic	  writing,	  as	  one	  might	  see	  in	  a	  Paganini	  violin	  
concerto	  or	  caprice.	  	  When	  Liszt	  adapts	  this	  for	  the	  piano,	  he	  takes	  out	  half	  of	  the	  notes	  
and	  changes	  the	  ascending	  scale	  into	  an	  A♭	  arpeggio.	  	  On	  the	  surface,	  this	  alteration	  
seemingly	  diminishes	  the	  virtuosity	  of	  the	  passage,	  but	  Liszt	  ingeniously	  adds	  grace	  
notes	  to	  each	  note;	  and	  more	  importantly,	  he	  writes	  for	  alternating	  hands,	  which	  adds	  a	  
sweep	  of	  theatricality.57	  
	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
57 Notice how in this passage, Liszt also offers an ossia in which the order of the hand-
alternation can be changed.   
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Example	  2.22,	  Liszt,	  Mephisto	  Waltz	  No.	  1,	  mm.	  137-­‐142,	  solo	  piano	  version:	  
	  
	  
In	  the	  phrase	  that	  follows,	  Liszt	  offers	  yet	  another	  idiomatic	  modification.	  	  Like	  
the	  previous	  passage,	  the	  orchestral	  version	  features	  virtuosic	  sixteenth	  notes	  for	  the	  
violin:	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In	  the	  solo	  piano	  as	  well	  as	  the	  four-­‐hand	  version,	  Liszt	  transforms	  the	  melodic	  line	  into	  
a	  series	  of	  quick	  two-­‐note	  gestures	  that	  evoke	  the	  sound	  of	  birds.	  	  In	  changing	  the	  
rhythm	  and	  the	  articulation,	  the	  passage	  allows	  the	  scherzando	  character	  to	  be	  fully	  
manifested.	  	  	  
	  
Example	  2.24,	  Liszt,	  Mephisto	  Waltz	  No.	  1,	  mm.	  149-­‐164,	  solo	  piano	  version:	  
	  
	  
	   	  
In	  the	  previous	  two	  phrases,	  Liszt	  thins	  out	  the	  orchestral	  texture	  for	  pianistic	  
purposes.	  	  He	  then	  does	  the	  opposite	  in	  the	  following	  phrase	  by	  giving	  the	  piano	  part	  
more	  contour	  and	  dimension	  than	  the	  orchestra.	  	  The	  orchestral	  version	  features	  the	  
upper	  strings	  playing	  a	  trill-­‐like	  pattern	  on	  three	  notes	  to	  capture	  the	  whirling	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atmosphere	  of	  the	  dance	  party.	  	  When	  Liszt	  arranged	  it	  for	  piano	  solo	  and	  for	  four	  
hands,	  he	  transformed	  this	  pattern	  into	  virtuosic	  runs	  (marked	  un	  poco	  accelerando)	  in	  
the	  upper	  register,	  up	  and	  down,	  to	  enrich	  the	  brilliance	  of	  the	  sonority.	  	  For	  
performer’s	  reference,	  Liszt	  added	  the	  orchestral	  version	  in	  the	  upper	  stave	  as	  ossia.	  	  
The	  layers	  of	  musical	  thought	  that	  this	  twofold	  notation	  implies	  —	  an	  “original,”	  and	  an	  
improvisatory	  variant	  superimposed	  upon	  the	  same	  harmonic	  structure	  —	  calls	  to	  mind	  
the	  practice	  of	  jazz.	  	  A	  typical	  performance	  in	  jazz	  features	  the	  musicians	  playing	  the	  
original	  version	  of	  the	  tune	  (the	  head)	  once	  through	  with	  no	  melodic	  improvisation;	  
then	  the	  musicians	  improvise	  on	  the	  same	  chord	  progression	  (or	  changes,	  in	  jazz	  
terminology).	  	  As	  this	  progression	  repeats,	  the	  improviser	  transforms	  the	  original	  
melodic	  line,	  varying	  the	  contour	  and	  rhythm.	  	  This	  is	  precisely	  what	  Liszt	  has	  done	  here	  
with	  this	  passage.	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Example	  2.26,	  Liszt,	  Mephisto	  Waltz	  No.	  1,	  mm.	  165-­‐177,	  solo	  piano	  version:	  
	  
	  
	   Liszt	  also	  alters	  the	  element	  of	  rhythm,	  modifying	  entire	  sections	  in	  order	  to	  
adapt	  and	  facilitate	  the	  execution	  on	  the	  piano.	  	  In	  the	  bacchanalian	  section	  beginning	  
at	  m.	  737,	  the	  strings	  forcefully	  drive	  the	  melodic	  line	  with	  rapid	  sixteenth	  notes,	  while	  
the	  woodwinds	  highlight	  the	  appoggiaturas.	  	  In	  the	  solo	  piano	  version,	  Liszt	  changes	  the	  
sixteenth	  notes	  to	  triplets,	  with	  the	  left	  hand	  taking	  the	  downbeats.	  	  The	  obvious	  reason	  
for	  this	  modification	  is	  to	  make	  the	  passage	  easier	  to	  execute	  on	  the	  piano,	  by	  omitting	  
the	  repeated	  notes	  and	  letting	  the	  two	  hands	  share	  the	  triplets.	  	  The	  modified	  rhythm	  
also	  allows	  the	  pianist	  to	  put	  more	  weight	  into	  the	  keys,	  and	  thus	  play	  the	  passage	  with	  
greater	  intensity.	  	  We	  know	  that	  that	  Liszt	  would	  conceivably	  ask	  for	  the	  pianist	  to	  play	  
the	  same	  repeated	  sixteenth	  notes	  that	  the	  strings	  play,	  as	  we	  have	  seen	  in	  the	  friska	  
section	  of	  Hungarian	  Rhapsody	  No.	  6	  in	  D-­‐flat	  major.	  	  But	  when	  such	  speed	  is	  required,	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with	  repeated	  notes,	  the	  weight	  of	  each	  stroke	  is	  necessarily	  reduced.	  	  In	  the	  case	  of	  the	  
Mephisto	  Waltz	  No.	  1,	  this	  passage	  needs	  power,	  and	  by	  reducing	  the	  note	  values	  from	  
sixteenths	  to	  triplets,	  and	  eliminating	  the	  repeated	  notes,	  the	  pianist	  can	  play	  with	  the	  
weight	  that	  such	  a	  brilliant	  passage	  requires.	  	  In	  the	  piano	  duet	  arrangement	  of	  this	  
passage,	  Liszt	  finds	  a	  different	  solution:	  he	  retains	  the	  rhythm	  of	  the	  original	  version	  for	  
orchestra,	  assigning	  the	  primo	  to	  play	  the	  sixteenth	  notes	  with	  alternating	  hands	  (stile	  
martellato).	  	  As	  a	  composer,	  or	  more	  precisely	  in	  this	  context,	  an	  arranger,	  he	  knows	  to	  
play	  to	  the	  strength	  of	  the	  given	  instrumentation.	  	  With	  two	  pianists	  splitting	  the	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Example	  2.29,	  Liszt,	  Mephisto	  Waltz	  No.	  1,	  piano	  four-­‐hand	  version,	  mm.	  727-­‐731:	  
	  
	  
In	  the	  next	  section	  of	  the	  waltz,	  Liszt	  again	  makes	  profound	  changes	  as	  he	  
transfers	  the	  music	  from	  orchestra	  to	  keyboard.	  	  The	  orchestra	  plays	  staccato	  chords,	  
bouncing	  alternately	  between	  winds	  and	  strings;	  a	  simple	  transcription	  of	  this	  music	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would	  create	  no	  particular	  pianistic	  difficulties.	  	  Instead,	  Liszt	  ups	  the	  ante:	  he	  builds	  an	  
entirely	  new	  figuration	  for	  the	  piano,	  wrought	  out	  of	  the	  triplets	  we	  have	  just	  heard,	  in	  a	  
dazzling	  display	  of	  piano	  acrobatics.	  	  As	  the	  pianist	  negotiates	  these	  wild	  leaps	  at	  top	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In	  addition	  to	  changing	  the	  rhythmic	  element,	  another	  aspect	  which	  Liszt	  alters	  
considerably	  is	  the	  transitional	  material.	  	  He	  varies	  the	  materials	  in	  two	  of	  the	  bridge	  
passages	  (in	  between	  waltzes	  and	  leaf-­‐rustling	  passages	  in	  the	  central	  section	  of	  the	  
work).	  	  Here	  is	  the	  transition	  from	  the	  first	  slow	  waltz	  to	  the	  more	  diabolical	  passage	  
that	  follows.	  	  The	  transition	  in	  the	  orchestral	  version	  spans	  eleven	  measures,	  played	  by	  
the	  solo	  violin,	  while	  in	  both	  of	  the	  piano	  versions,	  the	  passage	  is	  played	  by	  the	  right	  
hand	  (in	  the	  solo	  version)	  or	  the	  primo	  (four-­‐hand	  version).	  	  Liszt	  calls	  on	  the	  




	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
58 Mephistopheles: “Give me a fiddle | A different tune is about to be played | And in the 
pub there will be wild dancing!” – From Lenau’s Faust: Der Tanz in der Dorfschenke.  
Although Liszt did not specifically indicate in the score that this particular violin solo 
passage represents Mephistopheles’ playing, however, given that Liszt’s Mephisto Waltz No. 
1 is based on Lenau’s poem, the sonic symbolism is self-evident. 
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Example	  2.32,	  Liszt,	  Mephisto	  Waltz	  No.	  1,	  orchestral	  version,	  mm.	  N/21-­‐39:	  
	  
	  
Example	  2.33,	  Liszt,	  Mephisto	  Waltz	  No.	  1,	  mm.	  441-­‐450,	  solo	  piano	  version:	  
	  
	  
Since	  Liszt	  turned	  this	  symphonic	  poem	  into	  an	  electrifying	  pianistic	  showpiece,	  
he	  had	  to	  make	  sure	  that	  the	  conclusion	  would	  bring	  the	  house	  down	  in	  a	  concert.	  	  
Without	  changing	  the	  harmonic	  progression,	  Liszt	  transformed	  the	  two	  orchestral	  
tremolos	  into	  first,	  an	  arpeggio	  that	  rips	  through	  four	  octaves	  up	  and	  down	  the	  
keyboard,	  then	  an	  interlocking	  double-­‐octave	  passage.	  	  As	  for	  the	  four-­‐hand	  
arrangement,	  Liszt,	  fascinatingly,	  gave	  it	  a	  quiet	  ending,	  which	  is	  practically	  never	  heard	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on	  concert	  platforms.	  	  The	  piano	  duo	  Dallas	  Weekley	  and	  Nancy	  Arganbright	  included	  
their	  arrangement	  of	  the	  solo	  version	  (with	  loud	  ending	  intact)	  as	  an	  alternate	  coda	  in	  
their	  edition,	  and	  that	  is	  the	  ending	  all	  duet	  teams	  choose	  to	  include.	  	  Over	  time,	  the	  
coda	  of	  Mephisto	  Waltz	  No.	  1	  became	  one	  of	  the	  most	  popular	  subjects	  of	  modification	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Example	  2.36,	  Liszt,	  Mephisto	  Waltz	  No.	  1,	  piano	  four-­‐hand	  version,	  mm.	  898-­‐906:	  
	  
	  
Let	  us	  look	  at	  another	  composition	  in	  which	  Liszt	  alters	  the	  score	  to	  suit	  the	  
medium.	  	  Earlier	  in	  this	  chapter,	  when	  I	  discussed	  Liszt’s	  ossias	  and	  cuts,	  I	  mentioned	  
that	  Liszt	  had	  offered	  optional	  cuts	  for	  the	  transitions	  in	  Réminiscence	  de	  Don	  Juan.	  	  In	  
the	  two-­‐piano	  arrangement	  of	  the	  original	  1841	  solo	  version,	  Liszt	  predictably	  offers	  
more	  new	  material	  for	  the	  transitional	  passages.	  	  In	  a	  much	  later	  edition,	  in	  1877,	  Liszt	  
wrote	  a	  new	  transition	  leading	  to	  the	  final	  section	  (“Fin	  ch’han	  dal	  vino”),	  which	  
features	  trumpet-­‐like	  fanfares	  based	  on	  the	  motif	  of	  Mozart’s	  aria.	  	  This	  transition	  is	  
more	  orchestral	  than	  the	  two	  options	  that	  Liszt	  included	  in	  the	  solo	  version.	  	  Having	  two	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players,	  the	  performance	  becomes	  chamber	  music,	  but	  with	  two	  pianists,	  the	  sonority	  
and	  texture	  also	  become	  much	  more	  orchestral,	  hence	  Liszt’s	  adjustments	  to	  the	  two-­‐
piano	  version	  of	  Don	  Juan.	  	  	  
	  
Example	  2.37,	  Liszt,	  Réminiscence	  de	  Don	  Juan	  for	  two-­‐piano,	  four-­‐hands:	  
	  
Based	  on	  Liszt’s	  actions,	  we	  learn	  of	  three	  crucial	  factors	  in	  his	  virtuosic	  
arrangements	  in	  general:	  1)	  transitions	  are	  crucial	  structurally,	  especially	  those	  that	  he	  
wrote	  during	  his	  active	  years	  as	  a	  concert	  pianist,	  but	  they	  are	  always	  subject	  to	  future	  
modification;	  2)	  concert	  paraphrases	  are	  improvisatory	  by	  nature	  with	  infinite	  
possibilities;	  and	  3)	  unlike	  inherently	  introspective	  works	  like	  Bach’s	  Well-­‐Tempered	  
Clavier,	  intended	  for	  private	  study,	  these	  types	  of	  works	  are	  written	  for	  the	  public	  forum	  
of	  the	  concert	  stage,	  and	  for	  the	  display	  of	  pianistic	  virtuosity.	  
	  
	  
Liszt’s	  modifications	  in	  other	  composer’s	  works	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Of	  all	  the	  contributions	  Liszt	  made	  as	  a	  composer-­‐pianist,	  the	  one	  that	  is	  most	  
often	  overlooked	  is	  his	  work	  as	  an	  editor.	  	  He	  edited	  works	  by	  Bach,	  Beethoven,	  Chopin,	  
Weber,	  Schubert	  and	  Field,	  among	  others.	  	  These	  editions	  offer	  revelatory	  insights	  on	  
pedaling	  and	  fingerings	  (including	  hand	  distributions)	  that	  “should	  not	  be	  beneath	  any	  
pianist’s	  while	  to	  consider,”	  as	  Alan	  Walker	  claims.59	  	  Additionally,	  the	  editions	  include	  
some	  score	  modifications.	  	  These	  editorial	  efforts	  teach	  us	  about	  Liszt’s	  conceptions	  of	  
these	  works,	  as	  well	  as	  the	  tradition	  of	  performance	  practice.	  	  	  
	   In	  his	  book,	  Reflections	  on	  Liszt,	  Walker	  puts	  a	  spotlight	  on	  Liszt’s	  editorial	  
contributions	  by	  dedicating	  a	  chapter	  to	  that	  subject.	  	  He	  points	  out	  that,	  in	  a	  letter	  Liszt	  
wrote	  to	  Sigmund	  Lebert60	  (the	  person	  who	  recruited	  him	  to	  edit	  piano	  works	  of	  Weber	  
and	  Schubert),	  Liszt	  stressed	  that	  he	  wanted	  to	  keep	  the	  original	  text	  in	  its	  pristine	  
version,	  and	  that	  any	  score	  alterations	  were	  to	  be	  printed	  in	  small	  notes	  in	  an	  upper	  
staff	  throughout.	  	  Liszt	  edited	  other	  composers’	  works	  with	  utter	  respect.	  	  He	  was	  
especially	  careful	  with	  Beethoven,	  in	  the	  sense	  that	  he	  offered	  relatively	  few	  editorial	  
suggestions.	  	  Walker	  describes	  Liszt’s	  reluctance	  to	  edit	  Beethoven’s	  music	  as	  reflecting	  
“the	  respect	  he	  felt	  whenever	  he	  was	  in	  Beethoven’s	  presence”.61	  	  Even	  Liszt’s	  
suggestions	  for	  fingering	  and	  pedaling	  are	  minimal,	  Walker	  further	  explains.62	  	  To	  add	  to	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
59 Walker, Reflections on Liszt, 175. 
60 He was a pianist and the founder of the Stuttgart Conservatory of Music.  The letter 
Liszt wrote to him regarding the editions was dated October 19, 1868, Rome. 
61 Walker, 177. 
62 One of the few alterations Liszt did make, as mentioned by both Walker and Hamilton 
in their respective books, is at the end of the Hammerklavier Sonata (mm. 388 to 396), 
where Liszt played the descending scale as alternating double octaves and also modified 
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Walker’s	  point,	  Liszt’s	  reverence	  for	  Beethoven	  is	  most	  recognizably	  illustrated	  in	  Josef	  
Danhauser’s	  1840	  painting,	  in	  which	  the	  painter	  captures	  notable	  figures	  such	  as	  
Rossini,	  Paganini,	  George	  Sand,63	  Hector	  Berlioz,	  Alexandre	  Dumas,	  Marie	  d’Agoult,64	  
and	  of	  course,	  Liszt	  himself,	  sitting	  at	  the	  piano	  gazing	  at	  Anton	  Dietrich’s	  bust	  of	  
Beethoven.	  	  Most	  importantly,	  as	  I	  discussed	  in	  the	  previous	  chapter,	  Beethoven’s	  
compositional	  impetus	  was	  driven	  by	  ideals	  beyond	  the	  instrument,	  while	  Liszt	  wrote	  
idiomatically	  for	  the	  piano.	  	  Liszt	  undoubtedly	  understood	  the	  conceptual	  difference.	  
	   Liszt	  also	  admired	  Schubert’s	  music	  and	  was	  a	  great	  champion	  of	  his	  works.	  	  He	  
helped	  disseminate	  Schubert’s	  songs	  by	  making	  numerous	  transcriptions	  and	  
performing	  them	  in	  his	  own	  concerts.	  	  Moreover,	  he	  had	  been	  playing	  Schubert’s	  piano	  
pieces	  since	  his	  youth,65	  especially	  the	  dances	  and	  miniatures.	  	  Like	  Beethoven,	  Schubert	  
was	  not	  composing	  for	  the	  piano’s	  sake.	  	  Because	  of	  that	  reason,	  the	  sonority	  Schubert	  
creates	  for	  the	  piano	  is	  not	  always	  ideal,	  purely	  from	  the	  pianist’s	  perspective.	  	  In	  
Moment	  Musical	  No.	  5,	  the	  voice	  leading	  in	  Schubert’s	  original	  version	  produces	  a	  stark,	  
bare	  sonority.	  	  As	  the	  chords	  of	  the	  opening	  unfold,	  the	  left-­‐hand	  part	  is	  predominantly	  
written	  as	  a	  single	  voice.	  	  Liszt,	  like	  a	  jazz	  pianist,	  re-­‐voices	  the	  chords	  to	  give	  the	  piece	  
more	  color.	  	  In	  this	  case,	  he	  makes	  these	  changes	  to	  achieve	  a	  rounder	  and	  richer	  
sonority.	  	  One	  should	  never	  wonder	  whether	  Liszt’s	  edition	  is	  superior	  to	  Schubert’s,	  
because	  that	  is	  not	  the	  purpose	  of	  Liszt’s	  modifications.	  	  The	  option	  provided	  by	  Liszt	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
the octave trills for intensification.  Liszt, however, did this not as an editor, but as a 
performer.   
63 Chopin’s partner. 
64 Liszt’s lover from 1835-1839. 
65 Walker, 184. 
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allows	  the	  performer	  to	  rethink	  and	  hear	  the	  piece	  from	  a	  different	  perspective.	  	  Liszt’s	  
rearranged	  chords	  convey	  more	  of	  an	  orchestral	  effect;	  perhaps	  this	  was	  not	  Schubert’s	  
intention,	  but	  who	  can	  know	  for	  sure?	  	  This	  trick	  of	  re-­‐spelling	  or	  filling	  in	  a	  chord	  
eventually	  becomes	  a	  favorite	  amongst	  pianists	  who	  employ	  score	  alterations;	  I	  will	  
discuss	  this	  in	  the	  next	  chapter.	  
	  
Example	  2.38,	  Schubert,	  Moment	  musical	  No.	  5	  in	  F	  minor,	  mm.	  1-­‐4,	  mm.	  9-­‐15.	  	  The	  
upper	  stave	  is	  Liszt’s	  modification:	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Liszt’s	  editorial	  suggestions	  did	  not	  only	  involve	  adding	  or	  omitting	  notes.	  	  Aside	  
from	  fingering,	  hand	  distribution,	  and	  pedaling,	  Liszt	  also	  offered	  other	  pianistic	  advice	  
through	  his	  editions	  of	  various	  composers.	  	  One	  important	  lesson	  we	  can	  learn	  from	  his	  
editions	  is	  how	  to	  differentiate	  multiple	  voices	  embedded	  in	  a	  single	  linear	  layer	  and	  
bring	  them	  out	  sonically.	  	  In	  the	  B	  section	  of	  the	  first	  piece	  from	  Moments	  musicaux	  (No.	  
1	  in	  C	  major),	  Liszt	  suggested	  holding	  certain	  notes	  (beginning	  in	  m.	  30),	  to	  distinguish	  
the	  top	  voice	  of	  the	  broken	  chords.	  	  By	  holding	  the	  top	  voice,	  as	  recommended	  by	  Liszt,	  
the	  principal	  melodic	  line	  is	  resurrected.	  	  Furthermore,	  he	  also	  advises	  sustaining	  the	  
tenor	  voice,	  which	  creates	  a	  lyrical	  duet	  in	  sixths.66	  	  This	  technique	  is	  referred	  to	  as	  
“finger	  pedaling.”	  
In	  a	  remark	  Charles	  Rosen	  made	  about	  Chopin,	  he	  commented	  that	  the	  
archetypically	  Romantic	  composer	  had	  actually	  learned	  a	  great	  deal	  from	  Bach,	  
specifically	  how	  to	  “make	  many	  voices	  out	  of	  one.”67	  	  In	  many	  of	  Bach’s	  keyboard	  works	  
(the	  Inventions,	  the	  Sinfonias,	  the	  dance	  suites)	  we	  see	  a	  compositional	  technique	  in	  
which	  multiple	  voices	  are	  embedded	  in	  a	  single	  line.	  	  It	  is	  this	  approach	  that	  Rosen	  saw	  
reflected	  in	  the	  piano	  writing	  of	  Chopin,	  and	  we	  can	  see	  that	  Liszt	  saw	  similar	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
66 When I studied Schubert’s Moments musicaux with the venerable Hungarian-British 
pianist, Peter Frankl, he advised me to play the broken chords the same way Liszt had 
suggested in his editions.  Even though Mr. Frankl did not mention anything about Liszt 
and I was working from Henle’s urtext score, I realized later when I came across Liszt’s 
edition that so much of performance practice is not indicated in the scores, especially 
urtext editions, and is mostly passed down verbally.  
67 Rosen, The Romantic Generation, 354.  Rosen goes on to point out that Chopin did the 
opposite by making one melodic line out of multiple voices in the trio of the B minor 
Sonata.  
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implications	  in	  the	  piano	  works	  of	  Schubert,	  clarifying	  the	  hidden	  contrapuntal	  lines	  
with	  notation	  after	  the	  fact.	  
Busoni	  also	  made	  recommended	  holding	  onto	  notes	  to	  distinguish	  contrapuntal	  
layers	  in	  his	  editions	  of	  works	  like	  Bach’s	  Goldberg	  Variations	  (in	  Variation	  5,	  for	  
instance).	  	  Several	  of	  Liszt’s	  students	  also	  notated	  the	  holding	  of	  prominent	  voices	  in	  
their	  editions.	  	  All	  these	  editions	  inform	  us	  of	  the	  performance	  practice	  of	  the	  Golden	  
Age	  pianism.	  
	  
Example	  2.39,	  Schubert,	  Moment	  musical	  No.	  1	  in	  C	  major,	  mm.	  30-­‐34.	  	  Liszt’s	  
modification	  is	  indicated	  on	  the	  upper	  stave:	  
	  
	  
	   	  




Julian	  Hellaby	  and	  the	  spectrum	  of	  score	  alteration	  
	  
The	  scholarly	  study	  of	  score	  alterations	  is	  inherently	  challenging.	  	  When	  a	  pianist	  
makes	  changes68	  to	  an	  existing	  score,	  the	  final	  product	  (i.e.	  the	  sonic	  realization	  in	  a	  
performance)	  often	  does	  not	  belong	  to	  a	  specific	  category	  of	  composition	  and	  usually	  
receives	  no	  proper	  documentation.	  	  The	  criteria	  of	  categorizing	  these	  changes	  have	  
therefore	  remained	  inconsistent	  and	  rather	  informal.	  	  The	  most	  extensive	  alterations	  
are	  usually	  stranded	  in	  the	  catch-­‐all	  category	  of	  transcriptions,	  while	  minor	  alterations	  
are	  generally	  considered	  editorial	  or	  have	  occasionally	  even	  gone	  unnoticed.	  	  
Furthermore,	  most	  of	  these	  modifications	  are	  usually	  not	  notated	  or	  published.	  	  
Amongst	  purists,	  for	  whom	  the	  letter	  of	  the	  score	  is	  paramount,	  “transcription”	  carries	  a	  
somewhat	  negative	  connotation,	  and	  has	  struggled	  to	  receive	  the	  same	  respect	  as	  an	  
original	  composition.	  	  For	  example,	  a	  “serious”	  work	  like	  Liszt’s	  B	  minor	  Sonata	  is	  always	  
considered	  one	  of	  his	  best	  works,	  and	  a	  work	  of	  real	  substance,	  while	  a	  concert	  
paraphrase	  such	  as	  the	  Réminiscence	  de	  Don	  Juan	  is	  deemed	  a	  lesser	  piece.	  	  	  
In	  Julian	  Hellaby’s	  article	  on	  score	  modification,	  he	  raises	  the	  crucial	  issue	  of	  
categorization;	  Hellaby	  conceptualizes	  an	  “operational	  field,”	  establishing	  a	  spectrum	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
68 With the exception of what I would label as “fifth degree” alteration (i.e. arrangements 
– see the end of this chapter), these changes are usually not notated or published, and in 
some cases, they are based on spontaneous improvisation. 
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for	  what	  might	  be	  considered	  “modification,”	  and	  what	  might	  not.69	  	  He	  points	  out	  that	  
when	  the	  “modification	  is	  minimal,	  it	  borders	  conceptually	  with	  interpretation,”70	  and	  
on	  the	  other	  end	  of	  the	  spectrum,	  it	  “borders	  with	  the	  species	  of	  arrangement”71	  when	  
there	  are	  significant	  modifications	  made.	  	  By	  “interpretation,”	  Hellaby	  suggests	  that	  
pianists	  who	  employ	  minimal	  score	  modifications	  are	  taking	  interpretative	  ownership.	  	  I	  
would	  argue	  that	  even	  when	  it	  comes	  to	  the	  large	  scale	  rewriting	  of	  a	  given	  work,	  as	  in	  
the	  case	  of	  an	  “arrangement,”	  the	  element	  of	  interpretation	  is	  still	  the	  genesis	  of	  the	  
operation.	  	  Interpretive	  ownership	  extends	  beyond	  the	  application	  of	  minimal	  
alterations;	  it	  is	  the	  impetus	  that	  leads	  to	  any	  level	  of	  score	  modification.	  	  Whether	  the	  
alterations	  are	  minor	  or	  extensive,	  the	  performer	  is	  keeping	  the	  composition	  alive	  and	  
continuously	  evolving.	  
Hellaby	  goes	  further	  to	  distinguish	  the	  difference	  between	  “formal”	  and	  
“informal”	  modifications,	  as	  he	  calls	  them.72	  	  Informal	  modification	  entails	  changes	  that	  
consist	  of	  a	  minimal	  amount	  of	  alteration	  to	  the	  original	  score,	  and	  it	  is	  almost	  never	  
notated.73	  	  The	  best	  example	  of	  this	  –	  and	  the	  most	  frequently	  employed	  score	  
alteration	  –	  is	  when	  a	  pianist	  lowers	  a	  bass	  octave	  (i.e.	  plays	  the	  originally	  notated	  bass	  
notes	  down	  an	  octave)	  to	  enrich	  the	  overall	  sonority.	  	  Formal	  modification	  suggests	  a	  
notated	  or	  published	  arrangement,	  such	  as	  Busoni’s	  edition	  of	  Bach’s	  Goldberg	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
69 Hellaby, 8. 
70 Ibid. 
71 Ibid.  In this context, arrangement is viewed as a type of composition.  
72 Hellaby, 10. 
73 The only instances where the informal modifications are notated is when an active 
concert pianist makes contribution to an edition, like Earl Wild’s Liszt editions, or when 
editors who follow the nineteenth century tradition such as Jan Ekier’s Polish National 
Edition (PWM). 
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Variations,	  or	  Godowsky’s	  elaborate	  rewriting	  of	  the	  Chopin	  Études.	  One	  of	  the	  key	  
points	  Hellaby	  raises	  is	  that	  the	  spectrum	  of	  informal	  to	  formal	  “represents	  a	  sort	  of	  
transition	  from	  a	  primary	  to	  a	  secondary	  score.”74	  	  The	  informal	  modifications	  rarely	  
receive	  official	  publication.	  	  In	  some	  cases,	  the	  alterations	  that	  pianists	  employ	  change	  
and	  evolve	  from	  one	  performance	  to	  another	  over	  time.	  	  For	  instance,	  Volodos’s	  textual	  
modifications	  of	  Liszt’s	  Hungarian	  Rhapsody	  No.	  13	  in	  A	  minor	  from	  his	  commercially	  
released	  recording	  differs	  from	  some	  of	  the	  live	  concert	  video	  footages	  found	  on	  
YouTube.75	  
On	  the	  other	  hand,	  formal	  score	  modifications	  are	  usually	  notated	  and	  
published.	  	  Although	  informal	  and	  formal	  modifications	  are	  both	  generated	  from	  a	  
performer’s	  interpretive	  ownership,	  the	  aesthetics	  of	  informal	  modifications	  lean	  more	  
towards	  the	  performance	  aspect	  of	  interpretation,	  while	  formal	  modifications	  lean	  
towards	  actual	  composition.	  	  Informal	  modifications	  are	  more	  spontaneous.	  	  
Consequently,	  the	  pianists	  who	  tend	  to	  apply	  informal	  modifications	  are	  mostly	  
performers	  and	  not	  composers	  (such	  as	  Cortot,	  Friedman,	  Horowitz,	  and	  Volodos);	  
whereas	  formal	  modifications	  are	  generally	  applied	  by	  composer-­‐pianists	  (such	  as	  
Busoni	  and	  Godowsky).	  
I	  shall	  offer	  a	  list	  to	  categorize	  degrees	  of	  modification	  at	  the	  end	  of	  this	  chapter,	  
and	  offer	  specific	  examples	  of	  pianists	  and	  the	  repertoire	  applied.	  	  But	  first,	  let	  us	  
examine	  the	  types	  of	  modification	  commonly	  applied	  by	  pianists:	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
74 Hellaby, 10. 
75 Live in Amsterdam, 2001 https://www.youtube.com/watch?v=S1XvnskfluU 
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-­‐ Enriching	  the	  sonority	  and	  reinforcing	  the	  depth	  by	  lowering	  the	  bass	  notes,	  
adding	  a	  bass	  octave,	  or	  both	  
-­‐ Enriching	  the	  texture	  by	  filling	  in	  chords	  through	  addition	  of	  notes	  
-­‐ Adding	  tremolos	  
-­‐ Transposition	  and	  extension	  of	  registers	  
-­‐ Adding	  more	  chromaticism	  to	  harmonic	  content	  or	  to	  decorative	  passages,	  or	  
adding	  more	  dissonances	  to	  the	  original	  harmonic	  content	  
-­‐ Extending	  flourishes	  and	  cadenzas,	  often	  by	  elongating	  scale	  or	  arpeggio	  
passages,	  and	  increasing	  technical	  bravura	  by	  adding	  more	  notes	  to	  a	  passage	  
-­‐ In	  the	  case	  of	  orchestral	  or	  other	  types	  of	  transcriptions,	  incorporating	  additional	  
instrumentation	  not	  present	  in	  the	  arranger’s	  original	  notation	  
-­‐ Réunion	  des	  thèmes.	  Superimposing	  one	  theme	  onto	  another	  theme	  as	  well	  as	  
adding	  counterpoint	  or	  extra	  voices,	  such	  as	  changing	  from	  parallel	  motion	  to	  
contrary	  
-­‐ Rewriting	  a	  coda	  
Now	  let	  us	  examine	  each	  of	  these	  types	  of	  modifications	  by	  looking	  at	  examples.	  
	  
Enriching	  the	  sonority	  and	  reinforcing	  the	  depth	  by	  lowering	  the	  bass	  notes,	  adding	  a	  
bass	  octave,	  or	  both	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Adding	  extra	  low	  bass	  is	  the	  most	  irresistible	  and	  the	  most	  frequently	  applied	  of	  
any	  type	  of	  score	  modification;	  thus	  the	  popularity	  of	  this	  type	  of	  modification	  has	  not	  
diminished	  to	  this	  day.	  	  It	  has	  been	  done	  since	  the	  Baroque	  era,76	  but	  from	  the	  early	  
nineteenth	  century	  onward,	  when	  virtuoso	  piano	  recitals	  were	  at	  the	  height	  of	  their	  
popularity,	  adding	  the	  low	  basses	  became	  a	  grandiose	  gesture	  that	  many	  pianists	  
enjoyed	  flaunting	  on	  the	  concert	  platform.	  	  It	  has	  been	  utilized	  in	  performance	  by	  
pianists	  from	  Liszt	  to	  Busoni	  to	  Cortot	  to	  Horowitz	  to	  Lang	  Lang.	  	  Surprisingly,	  even	  
pianists	  who	  do	  not	  offer	  virtuoso	  repertoire,	  and	  who	  are	  widely	  considered	  to	  be	  
musicians	  who	  follow	  the	  letter	  of	  the	  score,	  also	  enjoy	  adding	  low	  basses.	  	  For	  instance,	  
after	  Radu	  Lupu	  won	  prizes	  at	  the	  Cliburn	  and	  the	  Leeds	  international	  competitions,	  he	  
has	  practically	  stopped	  playing	  virtuoso	  repertoire	  in	  his	  concerts,	  and	  has	  had	  a	  
successful	  career	  as	  an	  interpreter	  of	  the	  Viennese	  classics	  such	  as	  Mozart,	  Beethoven,	  
and	  Schubert,	  as	  well	  as	  Schumann	  and	  Debussy.	  	  However,	  in	  live	  recordings	  and	  
concerts,	  he	  frequently	  borrows	  from	  the	  virtuoso	  tradition	  and	  adds	  low	  basses	  to	  
repertoire	  that	  is	  not	  remotely	  virtuosic,	  like	  the	  sonatas	  of	  Schubert.	  	  When	  he	  played	  
the	  finale	  of	  the	  late	  A	  minor	  Sonata	  by	  Schubert,	  D.	  845	  at	  Carnegie	  Hall	  in	  199677,	  he	  
built	  an	  enormous	  amount	  of	  intensity	  and	  sonority	  with	  numerous	  extra	  low	  basses	  in	  
the	  coda	  of	  the	  finale.	  	  There	  is	  practically	  no	  trace	  of	  score	  alteration	  in	  any	  of	  his	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
76 In C.P.E. Bach’s Versuch die über die wahre Art das Clavier zu Spielen, he advocates adding 
lower octaves in continuo playing. 77	  An unofficial recording of the concert can be heard on YouTube: 
https://www.youtube.com/watch?v=0PhpUFMm94Q&t=4619s 
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commercial	  recordings,78	  which	  suggests	  that	  the	  additions	  of	  low	  bass	  in	  his	  live	  
performances	  are	  all	  part	  of	  a	  spontaneous	  approach.	  	  It	  is	  suggestive	  that	  in	  1996,	  Lupu	  
stopped	  making	  commercial	  recordings	  altogether,	  focusing	  all	  his	  attention	  on	  the	  
spontaneity	  of	  live	  performances.	  	  
Murray	  Perahia,	  another	  eminent	  pianist	  from	  the	  same	  generation,	  and	  a	  
colleague	  of	  Lupu,	  also	  has	  always	  been	  respected	  as	  a	  great	  and	  faithful	  interpreter	  of	  
the	  Austro-­‐German	  masters;	  but	  he	  too	  adds	  low	  bass	  notes	  all	  over	  his	  live	  
performances,	  especially	  in	  recent	  years.	  	  He	  usually	  applies	  low	  basses	  to	  works	  such	  as	  
Chopin’s	  Scherzi	  and	  Schumann’s	  Faschingsschwank	  aus	  Wien.79	  	  In	  Chopin’s	  Scherzo	  
No.	  1	  in	  B	  minor,	  Perahia	  does	  exactly	  what	  Liszt	  recommended	  to	  his	  students:	  he	  plays	  
the	  final	  chromatic	  scale	  as	  alternating	  octaves.	  	  This	  suggestion	  has	  been	  passed	  down	  
through	  generations	  as	  is	  evident	  from	  Horowitz’s	  performances	  and	  Ekier’s	  editions.	  	  In	  
Scherzo	  No.	  2	  in	  B-­‐flat	  minor80,	  Perahia	  highlights	  significant	  cadential	  points	  and	  
climatic	  moments	  by	  adding	  low	  basses.	  	  In	  the	  finale	  of	  Schumann’s	  Faschingsschwank	  
aus	  Wien,	  Perahia	  follows	  Arturo	  Benedetti	  Michelangeli’s	  footsteps	  and	  lowers	  the	  bass	  
notes	  everywhere	  to	  create	  a	  grandiose	  character.	  	  In	  the	  same	  piece,	  he	  also	  changes	  
the	  single-­‐voice	  broken	  thirds	  into	  alternating	  double-­‐octaves	  in	  the	  primary	  theme	  and	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
78 In my research, I caught only one instance where Lupu adds lower bass notes in a 
commercial recording: in the finale of Schubert’s A minor sonata, D. 845, m. 492. 79	  A live performance can be viewed on YouTube: 
https://www.youtube.com/watch?v=fJCpWMs32Nw&t=184s	  
 
80 YouTube video: https://www.youtube.com/watch?v=VQCvmkpfLJE 
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in	  all	  of	  its	  reappearances.	  	  The	  final	  gestures	  of	  the	  piece	  are	  also	  reinforced	  with	  low	  
basses.	  	  
	  
Example	  3.1,	  Schumann,	  Faschingsschwank	  aus	  Wien,	  op.	  26,	  V.	  Finale,	  mm.	  1-­‐20:	  
	  
	  
Hamilton	  has	  an	  eloquent	  commentary	  on	  this	  practice:	  “additions	  to	  the	  bass	  
were	  married	  to	  extensions	  of	  figurations	  in	  the	  treble,	  partly	  in	  imitation	  of	  bel	  canto	  
improvised	  ornaments	  in	  singing.”81	  	  The	  bel	  canto	  school	  of	  singing	  blossomed	  in	  the	  
nineteenth	  century,	  bringing	  a	  new	  standard	  of	  vocal	  virtuosity	  to	  the	  operatic	  stage;	  
modern	  keyboard	  virtuosity	  was	  growing	  up	  at	  the	  same	  time,	  and	  borrowing	  a	  great	  
deal	  from	  opera	  along	  the	  way.	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
81 Hamilton, After the Golden Age, 223. 
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Additional	  doublings	  in	  chords	  
	  
The	  practice	  of	  filling	  in	  chords	  with	  extra	  notes	  is	  aesthetically	  and	  intentionally	  
similar	  to	  adding	  bass	  octaves.	  	  It	  is	  also	  meant	  to	  amplify	  and	  enrich	  the	  texture	  and	  
sonority.	  	  As	  we	  will	  see,	  it	  has	  even	  more	  potential	  to	  darken	  sonority	  and	  thicken	  
texture	  than	  simply	  adding	  octaves	  to	  the	  bass.	  	  The	  primary	  purpose	  of	  adding	  octaves	  
is	  the	  enhancement	  of	  sound	  (and	  perhaps	  ego),	  while	  the	  primary	  purpose	  of	  
thickening	  chords	  is	  to	  create	  density.	  	  As	  I	  discussed	  in	  the	  previous	  chapter,	  Liszt’s	  
editions	  of	  Schubert’s	  works	  feature	  this	  type	  of	  modification.	  	  
Horowitz’s	  recordings	  of	  Modest	  Mussorgsky’s	  Pictures	  at	  an	  Exhibition	  feature	  
an	  abundance	  of	  chordal	  enrichment.	  	  In	  the	  “Hut	  on	  Fowl’s	  Legs	  (Baba-­‐Yaga)”	  
movement,	  he	  adds	  fifths	  to	  many	  of	  the	  low	  octaves	  to	  make	  the	  sonority	  darker	  and	  
the	  character	  more	  demonic.	  	  This	  particular	  example	  demonstrates	  the	  fact	  that	  
Mussorgsky’s	  conception	  is	  undoubtedly	  orchestral	  rather	  than	  wholly	  pianistic,	  while	  
Horowitz’s	  alteration	  is	  based	  on	  a	  thorough	  understanding	  of	  Mussorgsky’s	  intention	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Example	  3.2,	  Mussorgsky’s	  original	  score,	  “Hut	  on	  Fowl’s	  Legs”	  from	  Pictures	  at	  an	  
Exhibition,	  mm.	  566-­‐576:	  
	  
	  
Example	  3.3,	  Horowitz’s	  modification	  on	  “Hut	  on	  Fowl’s	  Legs”	  from	  Pictures	  at	  an	  
Exhibition,	  mm.	  565-­‐576:	  
	  
	  
Maurice	  Ravel,	  a	  skillful	  and	  imaginative	  orchestrator,	  was	  commissioned	  by	  the	  
conductor	  Serge	  Koussevitzky	  to	  arrange	  the	  Pictures	  at	  an	  Exhibition	  full	  orchestra.	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Like	  Horowitz,	  Ravel	  saw	  the	  implications	  of	  orchestral	  sonority	  in	  Mussorgky’s	  piano	  
writing,	  and	  paradoxically,	  orchestrated	  the	  piece	  without	  the	  need	  to	  alter	  anything.	  	  
For	  example,	  in	  m.	  569,	  the	  left	  hand	  part	  is	  written	  in	  two	  layers;	  Ravel	  naturally	  assigns	  
the	  basses	  the	  pulsating	  pizzicato	  G’s	  on	  the	  bottom	  layer,	  while	  the	  cellos	  play	  the	  
ostinato	  of	  alternating	  G-­‐F♯.	  
	  
Example	  3.4,	  Mussorgsky,	  Pictures	  at	  an	  Exhibition,	  orchestrated	  by	  Ravel,	  m.	  100/1-­‐6:	  	  	  
	  
	  
The	  way	  Ravel	  masterfully	  and	  meticulously	  orchestrated	  Mussorgky’s	  Pictures	  evokes	  
Arnold	  Schöenberg’s	  transcription	  of	  Brahms’	  Piano	  Quartet	  No.	  1	  in	  G	  minor.	  	  	  
Horowitz	  also	  enriches	  chords	  in	  less	  virtuosic	  pieces,	  such	  as	  the	  third	  piece	  
from	  Schubert’s	  Moments	  musicaux	  –	  much	  like	  what	  Liszt	  did	  in	  his	  edition	  of	  the	  same	  
cycle.	  	  In	  this	  widely	  recognizable	  miniature,	  Horowitz	  brings	  freshness	  by	  adding	  fifths	  
to	  the	  left	  hand	  part,	  as	  well	  as	  chromatic	  inner	  voices,	  to	  give	  his	  performance	  a	  late	  
nineteenth	  century	  flavor.	  
Ignaz	  Friedman	  does	  not	  shy	  away	  from	  enriching	  the	  sonority	  by	  adding	  fifths	  to	  
many	  of	  the	  bass	  octaves,	  in	  addition	  to	  adding	  lowered	  octaves,	  to	  Chopin’s	  Heroic	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Polonaise.82	  	  This	  perhaps	  would	  not	  have	  worked	  as	  well	  on	  Érard	  pianos,	  but	  when	  
pianos	  became	  more	  even	  throughout	  their	  entire	  compass,	  this	  practice	  magnifies	  the	  
grandeur	  of	  the	  piece.	  	  He	  also	  thickens	  the	  chords	  in	  the	  same	  manner	  in	  climactic	  
moments	  of	  Chopin’s	  Third	  and	  Fourth	  Ballades.	  
In	  other	  instances,	  there	  might	  be	  a	  theoretical	  justification	  for	  adding	  notes	  to	  a	  
chord.	  	  Perahia’s	  live	  performance	  of	  Chopin’s	  Fantasy	  in	  F	  minor83	  features	  several	  
additional	  notes	  added	  to	  the	  final	  A-­‐flat	  major	  chord.	  	  He	  plays	  the	  bass	  octave	  and	  the	  
four-­‐note	  chord	  written	  in	  the	  score,	  but	  he	  adds	  another	  inversion	  of	  the	  A-­‐flat	  major	  
chord	  with	  the	  third	  (the	  note	  C)	  on	  top,	  in	  the	  middle	  register	  of	  the	  keyboard	  (played	  
by	  the	  left	  hand).	  	  Even	  though	  there	  is	  no	  explanation	  on	  the	  record	  from	  Perahia	  
regarding	  this	  addition	  —	  and	  to	  be	  frank,	  most	  of	  his	  audience	  probably	  would	  not	  
even	  notice	  such	  a	  maneuver	  —	  it	  is	  safe	  to	  assume,	  based	  on	  Perahia’s	  well-­‐known	  
passion	  for	  using	  Schenkerian	  analysis	  as	  the	  basis	  of	  his	  interpretative	  decision-­‐making,	  
that	  he	  adds	  that	  extra	  chord	  to	  resolve	  the	  D-­‐flat	  in	  the	  minor	  IV	  chord	  preceding	  it	  (the	  
written	  A♭octave	  becomes	  a	  grace	  note,	  played	  right	  before	  the	  downbeat,	  in	  order	  to	  
facilitate	  the	  extra	  notes	  added).	  	  This	  consequently	  completes	  the	  appoggiatura,	  which	  
happens	  to	  be	  one	  of	  the	  main	  motifs	  of	  the	  work.	  	  This	  type	  of	  score	  alteration	  is	  as	  
profound	  as	  it	  is	  permissible.	  	  	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
82 Ignza Friedman.  The Great Pianists of the 20th Century: Ignaz Friedman. (Philips, 
B00000IX8J, CD, 1999).   
83 Murray Perahia.  Fantasy in F minor, op. 49, by Frédéric Chopin.  Live in Japan, 1998.  
https://www.youtube.com/watch?v=ZNO-jXZhrVc 
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Like	  additional	  doubling	  in	  chords,	  adding	  tremolo	  can	  enrich	  the	  color	  of	  the	  
sonority	  and	  sustains	  longer	  note	  values	  like	  an	  orchestral	  instrument.	  	  In	  the	  
introductory	  section	  of	  Liszt’s	  Après	  une	  lecture	  de	  Dante,	  there	  are	  two	  bold	  
statements	  of	  “the	  descent	  to	  hell,”	  in	  which	  the	  descending	  gesture	  in	  the	  bass	  line	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Example	  3.6,	  Liszt,	  Après	  une	  lecture	  de	  Dante,	  mm.	  1-­‐10:	  
	  
	  
Even	  on	  a	  modern	  grand	  piano,	  the	  sound	  of	  the	  bass	  inevitably	  decays	  and	  therefore	  
one	  loses	  the	  sense	  of	  a	  horizontal	  line	  leading	  to	  the	  cadence.	  	  Volodos	  solves	  this	  
problem	  by	  adding	  a	  tremolo,	  in	  a	  somewhat	  discreet	  manner,	  to	  sustain	  the	  bass	  line.	  	  
He	  utilizes	  the	  same	  type	  of	  modification	  in	  another	  work	  by	  Liszt,	  Vallée	  d’Obermann,	  
towards	  the	  end	  of	  the	  recitative,	  where	  the	  music	  has	  been	  intensifying	  through	  an	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Example	  3.7,	  Liszt,	  Vallée	  d’Obermann,	  mm.	  151-­‐158:	  
	  
	  
In	  Liszt’s	  original	  version,	  the	  sonority	  of	  this	  climax	  sounds	  relatively	  weak	  and	  sparse	  
due	  to	  the	  fact	  that	  the	  chords	  don’t	  sustain	  with	  the	  same	  degree	  of	  intensity	  as	  the	  
preceding	  chordal	  tremolos.	  	  By	  lowering	  the	  B-­‐flat	  octave	  in	  the	  bass	  and	  enriching	  it	  
with	  tremolos,	  Volodos	  maintains	  the	  intensity	  and	  makes	  the	  entire	  passage	  more	  
cohesive	  and	  satisfying.84	  	  
	   Ravel	  arranged	  Mussorgsky’s	  Pictures	  at	  an	  Exhibition	  for	  full	  orchestra	  forty-­‐
eight	  years	  after	  the	  original	  solo	  version	  was	  composed,	  but	  since	  Ravel’s	  orchestration	  
is	  equally	  as	  popular	  as	  the	  original	  piano	  version,	  Mussorgksky’s	  piano	  version	  often	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
84 Arcadi Volodos, Volodos Plays Liszt. (Sony Classical, B000MGB0JW, CD, 2007). 
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sounds	  like	  a	  transcription	  of	  Ravel.	  	  Ravel’s	  orchestral	  works	  elucidate	  his	  mastery	  as	  an	  
orchestrator,	  his	  ability	  to	  paint	  with	  timbres;	  moreover,	  he	  arranged	  several	  of	  his	  
piano	  works	  for	  orchestras	  (Pavane	  pour	  une	  infante	  défunte,	  Le	  tombeau	  de	  Couperin,	  
and	  Alborada	  del	  gracioso),	  which	  prove	  that	  he	  is	  comfortable	  with	  the	  relationship	  
between	  solo	  keyboard	  and	  full	  orchestra.	  	  He	  fully	  assimilated	  Mussorgksy’s	  
masterpiece,	  and,	  with	  the	  utmost	  respect	  for	  the	  original	  score,	  expanded	  its	  sound	  
world.	  	  Horowitz	  took	  cues	  from	  Ravel	  and	  modified	  Pictures	  of	  an	  Exhibition	  to	  sound	  
more	  orchestral.	  	  Horowitz	  defended	  his	  alterations	  of	  Mussorgksy’s	  iconic	  work	  by	  
saying	  that	  he	  “felt	  that	  the	  Pictures	  had	  to	  be	  brought	  forward,	  they	  were	  too	  
introverted,	  and	  this	  was	  perhaps	  because	  Mussorgksy	  was	  a	  little	  bit	  of	  a	  dilettante,	  
and	  he	  was	  not	  really	  a	  pianist.”85	  	  Mikhail	  Pletnev	  and	  Leif	  Ove	  Andsnes	  are	  notable	  
pianists	  who	  followed	  Horowitz’s	  footsteps	  and	  modified	  Mussorgksy’s	  monumental	  
work.86	  	  Much	  of	  the	  last	  number,	  The	  Great	  Gate	  of	  Kiev,	  sounds	  relatively	  sparse	  due	  
to	  the	  fact	  that	  the	  piano,	  even	  with	  the	  help	  of	  the	  damper	  pedal,	  decays	  and	  is	  unable	  
to	  sustain	  sound	  like	  an	  orchestral	  instrument.	  	  In	  the	  final	  statement	  of	  the	  main	  
theme,	  which	  is	  even	  slower	  (marked	  Grave,	  sempre	  allargando)	  than	  the	  previous	  
incarnations,	  Horowitz	  adds	  tremolo	  that	  alternates	  between	  low	  E♭and	  D	  as	  filler	  to	  
help	  sustain	  the	  chords.	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
85 Dubal, Reflections from the Keyboard, 221. 
86 Pletnev has the habit of modifying existing scores, so it was not a surprise to witness the 
alterations he has done to Mussorgksy’s Pictures at an Exhibition.  Andsnes, on the other 
hand, belongs to the group of pianists who obey the letter of the score, never tampers 
with any composer’s original work.  Therefore, it is fascinating to see that he modifies a 
good deal of Pictures, in live performances as well as on recording (Pictures Reframed), in the 
style of Horowitz.  His conception of the work appears to be similar to Horowtiz’s. 
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Transposition	  of	  registers	  
	  
Score	  modification	  is	  often	  done	  for	  the	  sake	  of	  reinforcement	  and	  enrichment,	  
but	  it	  can	  also	  serve	  the	  opposite	  purpose.	  	  In	  the	  climax	  of	  Liszt’s	  Hungarian	  Rhapsody	  
No.	  13	  in	  A	  minor,	  Busoni	  moved	  the	  repeat	  of	  the	  triumphant	  dance	  theme	  to	  a	  higher	  
register	  and	  played	  it	  softer,	  thus	  creating	  a	  refreshing	  contrast	  to	  the	  surrounding	  
texture,	  which	  makes	  the	  ending	  all	  the	  more	  powerful.	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   In	  Volodos’	  modified	  version	  of	  Moszkowski’s	  F	  major	  Etude,	  op.	  72,	  no.6,	  he	  
transposed	  runs	  to	  higher	  registers	  when	  similar	  material	  repeated,	  in	  order	  to	  provide	  
more	  coloristic	  contrast.	  	  
	  
Extending	  flourishes,	  such	  as	  elongating	  scale	  or	  arpeggio	  passages,	  and	  increasing	  
technical	  bravura	  by	  adding	  more	  notes	  to	  a	  passage	  
	  
As	  the	  piano	  developed	  during	  the	  beginning	  of	  the	  1800s,	  pianists	  in	  the	  second	  
half	  of	  the	  nineteenth	  century	  enjoyed	  exploring	  more	  possibilities	  inspired	  by	  new	  
instrumental	  improvements.	  	  In	  1812	  John	  Broadwood	  and	  Sons	  produced	  pianos	  that	  
were	  used	  by	  Beethoven,	  which	  ranged	  six	  octaves	  with	  five	  steel	  arches	  to	  brace	  the	  
case.87	  	  By	  1820,	  the	  keyboard	  had	  expanded	  to	  seven	  octaves,	  similar	  to	  the	  modern	  
grand	  piano.	  	  Busoni	  extended	  the	  final	  scale	  of	  Chopin’s	  Etude	  op.	  25,	  no.	  11.	  	  Exactly	  
the	  same	  treatment	  can	  be	  heard	  in	  Cortot’s	  recording	  of	  the	  same	  piece.	  	  The	  gesture	  is	  
much	  stronger	  as	  it	  rapidly	  sweeps	  through	  six	  octaves	  and	  showcases	  not	  only	  to	  the	  
pianist’s	  bravura	  but	  also	  the	  range	  of	  the	  instrument.	  	  
	  
	  
Adding	  cadenzas	  and	  transitional	  materials	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  87	  Cynthia Adams Hoover, Edwin M. Good, “Piano,” Grove Music Online (January 2014), 
under https://www-oxfordmusiconline-
com.ezproxy.gc.cuny.edu/grovemusic/view/10.1093/gmo/9781561592630.001.0001/o
mo-9781561592630-e-1002257895?rskey=P4DmTC&result=5 (accessed November 
2019-March 2020) 
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Inserting	  a	  cadenza	  is	  obviously	  not	  a	  performance	  practice	  that	  began	  with	  Liszt;	  
it	  is	  an	  eighteenth	  century	  tradition,	  especially	  in	  concerti,	  to	  improvise	  a	  cadenza	  on	  
the	  spot.	  	  As	  I	  have	  mentioned	  in	  the	  previous	  chapter,	  this	  phenomenon	  gradually	  died	  
out	  in	  the	  first	  few	  decades	  of	  the	  nineteenth	  century.	  	  There	  are	  a	  few	  pieces	  written	  in	  
the	  Romantic	  era	  where	  the	  composer	  invites	  the	  pianist	  to	  play	  a	  cadenza	  towards	  the	  
end	  of	  a	  piece:	  Liszt’s	  Hungarian	  Rhapsody	  No.	  2	  and	  No.	  13,	  for	  instance.	  	  Pianists	  such	  
as	  Rachmaninoff,	  Cortot,	  and	  Marc-­‐Andre	  Hamelin	  all	  incorporated	  a	  cadenza	  at	  the	  end	  
of	  Hungarian	  Rhapsody	  No.	  2.88	  And,	  on	  a	  much	  smaller	  scale,	  it	  did	  morph	  into	  a	  type	  of	  
score	  modification.	  	  Horowitz	  would	  often	  seize	  on	  a	  moment	  that	  might	  suggest	  the	  
insertion	  of	  a	  cadenza	  —	  say,	  a	  pregnant	  pause	  before	  a	  final	  cadence	  —	  and	  add	  some	  
filigree	  in	  a	  cadential	  manner.	  	  Most	  notably,	  he	  did	  so	  with	  Liszt’s	  Soirées	  de	  Vienne	  No.	  
6,	  Valse-­‐Caprice	  d’après	  Schubert.	  	  After	  Liszt’s	  final	  flourish,	  Horowitz	  implemented	  an	  






	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
88 At the Franz Liszt International Piano Competition in Utrecht (the most prestigious 
competition dedicated to the music of Liszt), contestants are even required to improvise a 
cadenza in the Rhapsody. 
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Example	  3.9,	  Liszt,	  Soirées	  de	  Vienne	  No.	  6,	  Valse-­‐Caprice	  d’après	  Schubert,	  ending	  
modified	  by	  Horowitz,	  mm.	  315-­‐318:	  
	  
	   	  
	  
Adding	  more	  chromaticism	  to	  harmonic	  content,	  decorative	  passages	  or	  dissonances	  to	  
the	  original	  harmonic	  content	  
	  
	   In	  terms	  of	  score	  modifications	  made	  to	  virtuoso	  repertoire,	  Volodos	  is	  the	  
greatest	  carrier	  of	  the	  torch	  since	  Horowitz	  (which	  I	  will	  discuss	  in	  more	  detail	  in	  the	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next	  chapter),	  as	  we	  have	  already	  seen	  in	  the	  previous	  chapter	  where	  I	  discussed	  Liszt’s	  
Vallée	  d’Obermann.	  	  The	  modifications	  he	  made	  to	  Liszt’s	  Hungarian	  Rhapsody	  No.	  13	  
speak	  to	  his	  imagination	  and	  understanding	  of	  the	  Lisztian	  style.	  	  In	  the	  friska	  section	  
(marked	  Vivace),	  Volodos,	  right	  off	  the	  bat,	  alters	  Liszt’s	  original	  left	  hand	  from	  parallel	  
octaves	  to	  chords	  featuring	  left-­‐hand	  tritones	  on	  the	  downbeat	  (mm.	  76	  to	  78,	  88	  to	  90,	  
and	  reappearance	  in	  mm.	  112	  to	  123).	  	  	  
	  





	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
89 Note that the measure numbers for the parallel passage differs slightly due to the cuts 
Volodos made in his modified version.  
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Example	  3.11,	  Liszt,	  Hungarian	  Rhapsody	  No.	  13	  in	  A	  minor,	  Volodos’	  modification,	  mm.	  
76-­‐83	  (transcribed	  by	  Christian	  Jensen):	  
	  
	  
These	  tritones	  not	  only	  add	  harmonic	  flavor,	  but	  a	  pulsating	  seesaw	  of	  dissonance	  to	  
consonance,	  eighth	  note	  to	  eighth	  note,	  further	  vitalizing	  the	  spirit	  of	  a	  gypsy	  dance	  
through	  harmonic	  accentuation.	  	  Volodos	  adds	  spice	  to	  the	  next	  section	  (starting	  from	  
m.	  100)	  with	  an	  abundance	  of	  grace	  notes	  in	  both	  hands.	  	  Again,	  he	  avoids	  literal	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Example	  3.13,	  Liszt,	  Hungarian	  Rhapsody	  No.	  13	  in	  A	  minor,	  Volodos’	  modification,	  mm.	  
100-­‐107	  (transcribed	  by	  Christian	  Jensen):	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
90 Note that the measure numbers for the same passages differ slightly due to the cuts 
Volodos made in his modified version. 
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Example	  3.14,	  Liszt,	  Hungarian	  Rhapsody	  No.	  13	  in	  A	  minor,	  Volodos’	  modification,	  mm.	  




Arguably,	  the	  most	  technically	  demanding	  passage	  of	  this	  rhapsody	  is	  the	  series	  
of	  repeated	  notes	  where	  Liszt	  demands	  that	  the	  pianist	  imitate	  the	  cimbalom	  (starting	  
in	  m.	  146).	  	  Volodos	  adds	  appoggiaturas	  in	  the	  midst	  of	  repeated	  notes,	  adding	  zest	  to	  
the	  proceedings.	  	  When	  the	  same	  phrase	  repeats,	  he	  switches	  to	  double	  notes	  for	  a	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Example	  3.15,	  Liszt,	  Hungarian	  Rhapsody	  No.	  13	  in	  A	  minor,	  Liszt’s	  original	  version,	  mm.	  
165-­‐174	  (cimbalom	  section):	  
	  
	  
Example	  3.16,	  Liszt,	  Hungarian	  Rhapsody	  No.	  13	  in	  A	  minor,	  Volodos’	  modification,	  mm.	  
144-­‐152	  (cimbalom	  section	  starts	  in	  m.	  146;	  transcribed	  by	  Christian	  Jensen):	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Hamelin	  also	  modifies	  this	  tricky	  section	  that	  features	  imitation	  of	  the	  cimbalom,	  but	  
has	  a	  different	  solution;	  he	  replaces	  the	  repeated	  notes	  with	  chromatic	  inner	  voices	  
while	  keeping	  the	  outline	  of	  the	  original	  melodic	  content.	  
Leopold	  Godowksky’s	  so-­‐called	  “concert	  version”91	  of	  Issac	  Albéniz’s	  Tango	  from	  
España:	  6	  Hojas	  de	  Album	  is	  not	  only	  texturally	  enriched,	  but	  it	  is	  saturated	  with	  
chromatic	  inner	  voices	  and	  passing	  tones.	  	  Albéniz’s	  original	  version	  of	  the	  Tango	  is	  
quite	  “simple”	  texturally	  and	  technically,	  compared	  to	  other	  well-­‐known	  works	  in	  his	  
oeuvre,	  such	  as	  the	  Iberia,	  Navarra,	  and	  Chants	  d’Espagne.	  	  By	  incorporating	  more	  
chromaticism	  to	  the	  mix,	  Godowsky	  not	  only	  adds	  more	  flavors	  to	  the	  Tango,	  but	  also	  
upgrades	  intricacy	  and	  complexity	  to	  match	  his	  most	  technically	  challenging	  works,	  the	  
twelve	  pieces	  in	  the	  aforementioned	  Iberia	  suite.	  	  
	  
Example	  3.17,	  Albéniz,	  Tango,	  original	  version,	  mm.	  17-­‐28:	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
91 According to the publisher, Carl Fischer, where “concert version” is included in the 
title of the edition. 
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Réunion	  des	  themes.93	  Adding	  counterpoint	  or	  extra	  voices,	  thematic	  combinations	  
(superimposing	  one	  theme	  onto	  another),	  and	  adding	  counterpoint	  or	  extra	  voices,	  such	  
as	  changing	  from	  parallel	  motion	  to	  contrary	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
92 Godowksy changed the meter from 2/4 to 4/4. 
93 Charle’s Suttoni’s terminology. 
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Horowitz’s	  rewriting	  of	  Liszt’s	  Hungarian	  Rhapsody	  No.	  2	  is	  one	  of	  the	  best	  
examples	  of	  how	  his	  alterations	  further	  amplify	  the	  virtuosity	  that	  already	  exists	  in	  the	  
original	  version.	  	  It	  is	  likely,	  as	  Hamilton	  points	  out94,	  that	  Horowitz	  took	  cues	  from	  
Moritz	  Rosenthal’s	  performance	  of	  the	  same	  piece.	  	  Horowitz’s	  elaborate	  reworking	  of	  
the	  most	  famous	  of	  the	  nineteen	  Hungarian	  Rhapsodies	  by	  Liszt	  features	  several	  witty	  
and	  ingenious	  displays	  of	  new	  thematic	  combinations,	  among	  other	  forms	  of	  
modification.	  	  He	  capitalizes	  on	  the	  simplistic	  and	  repetitive	  harmonic	  nature	  of	  the	  
concluding	  friska	  –	  which	  essentially	  runs	  a	  V-­‐I	  progression	  on	  a	  loop	  –	  to	  superimpose	  
one	  theme	  upon	  another.	  
	  
Example	  3.19,	  Liszt,	  Hungarian	  Rhapsody	  No.	  2	  in	  C-­‐sharp	  minor,	  Liszt’s	  original	  version,	  
mm.	  215-­‐224:	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
94 Hamilton, After the Golden Age, 275. 
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Example	  3.20,	  Liszt,	  Hungarian	  Rhapsody	  No.	  2	  in	  C-­‐sharp	  minor,	  Horowitz’s	  




Example	  3.21,	  Liszt,	  Hungarian	  Rhapsody	  No.	  2	  in	  C-­‐sharp	  minor,	  Liszt’s	  original	  version,	  
mm.	  274-­‐279:	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
95 The same passage does not have the similar measure numbers due to the modifications 
made in Horowtiz’s version.  
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Example	  3.22,	  Liszt,	  Hungarian	  Rhapsody	  No.	  2	  in	  C-­‐sharp	  minor,	  Horowitz’s	  
modification,	  mm.	  286-­‐293:	  
	  
He	  strategically	  saves	  the	  wittiest	  manipulation	  for	  the	  end,	  though.	  	  Just	  before	  the	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Example	  3.23,	  Liszt,	  Hungarian	  Rhapsody	  No.	  2	  in	  C-­‐sharp	  minor,	  Horowitz’s	  




After	  all	  the	  pianistic	  fireworks,	  this	  recapitulation	  makes	  Horowitz’s	  arrangement	  all	  
the	  more	  tongue-­‐in-­‐cheek.	  
Cziffra’s	  performance	  of	  Liszt’s	  Concert	  Paraphrase	  on	  the	  Waltz	  from	  Gounod’s	  
Faust	  features	  various	  types	  of	  modifications:	  low	  basses,	  enriched	  chords,	  register	  
extensions,	  and	  added	  chromaticism.	  	  However,	  the	  most	  interesting	  alteration	  is	  when	  
he	  incorporates	  the	  opera’s	  original	  chorus	  part	  into	  the	  left	  hand	  texture	  in	  the	  
recapitulation	  of	  the	  A	  section.	  	  One	  of	  the	  most	  beautiful	  aspects	  of	  this	  waltz	  is	  how	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Gounod	  has	  the	  high	  strings	  play	  the	  main	  theme	  while	  the	  chorus	  sings	  a	  counter-­‐
melody.	  	  Since	  Liszt	  refrained	  from	  incorporating	  that	  aspect	  into	  this	  otherwise	  
effective	  concert	  paraphrase,	  Cziffra’s	  addition	  makes	  an	  important	  reference	  to	  the	  
original	  music	  and	  gives	  the	  pianist	  an	  additional	  dimension	  to	  explore.	  
	  
	  
Rewriting	  the	  coda	  
	  
In	  a	  showpiece,	  the	  coda	  is	  more	  important	  than	  the	  rest	  of	  the	  work,	  
structurally	  speaking.	  	  The	  structure	  of	  a	  virtuoso	  work	  is	  generally	  much	  looser	  than	  a	  
sonata;	  it	  does	  not	  rely	  on	  a	  particular	  formal	  template.	  	  The	  structure	  of	  a	  showpiece	  is	  
dictated	  by	  its	  content,	  which	  must	  feature	  an	  abundance	  of	  pianistic	  acrobatics,	  
whereas	  in	  a	  sonata,	  the	  formal	  template	  organizes	  the	  content	  and	  highlights	  its	  
musical	  ideas.	  	  A	  showpiece	  can	  be	  in	  ternary	  form,	  in	  variation	  form,	  a	  free	  fantasy,	  or	  a	  
programmatic	  work.	  	  Regardless	  which	  form	  the	  composer	  chooses	  to	  organize	  the	  
materials,	  this	  type	  of	  piece	  needs	  a	  substantial	  ending	  to	  balance	  out	  all	  the	  virtuosic	  
elements	  featured	  throughout	  the	  piece.	  	  While	  it	  does	  not	  necessarily	  have	  to	  end	  
loudly	  –	  as	  it	  usually	  does	  –	  this	  type	  of	  instrumental	  piece	  needs	  a	  big	  exclamation	  
point	  in	  the	  form	  of	  a	  grandiose	  gesture,	  musically	  and	  visually,	  to	  bring	  the	  house	  
down.	  	  	  	  
	   Horowitz	  was	  never	  shy	  about	  changing	  the	  final	  gestures	  of	  virtuosic	  pieces.	  	  He	  
also	  modified	  the	  ending	  of	  Liszt’s	  Mephisto	  Waltz	  No.	  1.	  	  The	  version	  Horowitz	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performs	  is	  actually	  a	  hybrid,	  drawing	  on	  Liszt’s	  solo	  piano	  version	  (composed	  after	  his	  
orchestral	  version)	  and	  Busoni’s	  transcription	  of	  Liszt’s	  original	  version	  for	  orchestra.	  	  He	  
confessed	  that	  he	  “was	  never	  satisfied	  with	  the	  Liszt	  transcription	  on	  the	  piano	  of	  his	  
own	  orchestral	  version,	  so	  [he]	  looked	  to	  the	  Busoni	  transcription	  […]	  Some	  parts	  of	  the	  
Busoni	  are	  better	  than	  the	  Liszt,	  so	  [he]	  decide	  to	  extract	  the	  best	  from	  each.”96	  	  In	  the	  
coda,	  he	  alternates	  between	  the	  Liszt	  and	  Busoni	  versions,	  and	  modifies	  on	  top	  of	  the	  
combined	  version.	  	  He	  starts	  with	  the	  Liszt	  version,	  then	  changes	  to	  the	  Busoni	  version	  
in	  measure	  874,	  where	  the	  left	  hand	  rhythm	  differs	  from	  Liszt’s.	  	  He	  then	  adds	  his	  own	  
touch	  by	  re-­‐harmonizing	  measures	  883	  and	  884;	  he	  changes	  the	  bass	  notes	  to	  E	  and	  C-­‐
sharp,	  with	  a	  passing	  tone	  in	  the	  middle.	  	  Then	  from	  measure	  887	  he	  inserts	  the	  Liszt	  
version.	  	  After	  this	  flourish,	  he	  then	  plays	  the	  tremolo	  from	  the	  same	  spot	  of	  the	  Busoni	  
version,	  followed	  by	  his	  own	  ultra	  bravura	  double-­‐octave	  passage	  to	  top	  it	  off.	  
In	  fact,	  the	  coda	  of	  Mephisto	  Waltz	  has	  received	  similar	  “makeovers”	  from	  
numerous	  pianists	  throughout	  the	  years.	  	  Earl	  Wild	  has	  his	  own	  published	  version,	  in	  
which	  Wild	  brings	  back	  the	  main	  theme	  in	  measure	  893	  in	  descending	  alternating	  






	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
96 Dubal, Reflections from the Keyboard, 223. 
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Example	  3.24,	  Liszt,	  Mephisto	  Waltz	  No.	  1,	  coda,	  modified	  by	  Earl	  Wild	  (referred	  to	  as	  
the	  editor	  below):	  
	  
	  
Hellaby	  considers	  this	  particular	  alteration	  tasteful	  because	  it	  is	  faithful	  to	  Liszt’s	  style	  
and	  spirit,	  amplifying	  the	  composer’s	  original	  intention.97	  	  Another	  American	  pianist,	  
Van	  Cliburn,	  the	  piano	  hero	  during	  the	  Cold	  War,	  also	  took	  liberties	  with	  the	  first	  
Mephisto	  Waltz	  (albeit	  not	  published	  like	  his	  compatriot	  Wild).	  	  In	  his	  thrilling	  1972	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video	  recording,98	  he	  bases	  his	  performance	  mainly	  on	  the	  Liszt	  solo	  version;	  however,	  
he	  incorporates	  a	  few	  reinforcement	  touches	  and	  flourishes	  from	  Busoni’s	  arrangement.	  	  
He,	  too,	  modifies	  the	  coda	  by	  incorporating	  additional	  arpeggios	  and	  tremolos.	  
	  
	  
In	  the	  case	  of	  orchestral	  transcriptions,	  incorporating	  additional	  instrumentation	  not	  
present	  in	  the	  original	  notation	  or	  modifying	  for	  more	  effective	  sonic	  realization	  
	  
The	  Polonaise	  portion	  of	  Chopin’s	  Andante	  spianato	  et	  grande	  Polonaise	  brillante	  
was	  originally	  written	  for	  piano	  and	  orchestra	  in	  1830.	  	  Since	  then,	  the	  piece	  has	  been	  
more	  frequently	  performed	  as	  a	  solo	  work,	  due	  chiefly	  to	  the	  small	  role	  the	  orchestra	  
plays	  –	  the	  work	  is	  dominated	  by	  the	  pianist,	  and	  the	  orchestra	  part	  is	  relatively	  light	  
and	  sparse.	  	  The	  most	  substantial	  material	  the	  orchestra	  has	  is	  the	  introduction	  to	  the	  
Polonaise	  section.	  	  The	  reduction	  by	  Chopin	  is	  technically	  demanding	  and	  awkward,	  with	  
hopping	  chords	  in	  the	  right	  hand,	  and	  leaping	  octaves	  in	  contrary	  motion	  in	  the	  left	  
hand.	  Josef	  Hofmann	  resolves	  the	  issues	  by	  changing	  the	  left	  hand	  octaves	  to	  tremolos	  
as	  well	  as	  dividing	  the	  eighth	  note	  chords	  between	  the	  hands	  to	  imitate	  the	  bowing	  of	  
the	  strings.	  	  This	  effective	  modification	  can	  also	  be	  heard	  in	  the	  recordings	  of	  Friedrich	  
Gulda.	  	  Interestingly,	  Mikhail	  Pletnev	  simply	  omits	  the	  unpianistic	  introduction	  in	  his	  
recording.	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
98 Van Cliburn.  Mephisto Waltz No. 1, by Franz Liszt.  Live performance from 1972.  
https://www.youtube.com/watch?v=o59zEOq1uBY 
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Despite	  its	  popularity	  as	  an	  orchestral	  tone	  poem,	  Ravel’s	  solo	  piano	  
transcription	  of	  his	  La	  Valse	  never	  earned	  a	  place	  in	  the	  standard	  piano	  repertoire	  for	  
much	  of	  the	  twentieth	  century.	  	  None	  of	  the	  piano	  giants	  of	  the	  century	  performed	  or	  
recorded	  the	  work	  until	  Glenn	  Gould	  made	  his	  own	  transcription	  in	  1975.	  	  However,	  
since	  then,	  the	  solo	  piano	  arrangement	  has	  become	  a	  staple	  of	  the	  piano	  repertoire.	  	  In	  
the	  publication,	  there	  are	  numerous	  passages	  where	  additional	  small	  notes,	  taken	  from	  
the	  full	  score,	  are	  included	  on	  a	  third	  stave,	  with	  indication	  of	  the	  particular	  
instrumentation.	  	  The	  primary	  purpose	  of	  Ravel’s	  own	  transcription	  for	  solo	  piano	  is	  not	  
known;	  presumably,	  it	  was	  made	  for	  ballet	  rehearsals.	  	  We	  can	  assume,	  based	  on	  the	  
way	  music	  was	  disseminated	  during	  the	  Romantic	  era,	  that	  generally,	  “as	  soon	  as	  a	  
composer	  wrote	  a	  symphony,	  or	  a	  piece	  of	  chamber	  music,	  or	  even	  an	  opera,	  it	  was	  
immediately	  made	  available	  in	  reduction	  for	  one	  or	  more	  pianos,	  or	  for	  piano	  duet.”99	  	  
Ravel’s	  transcription	  of	  his	  La	  Valse	  for	  two	  pianos	  was	  first	  performed	  in	  the	  presence	  
of	  the	  Russian	  ballet	  impresario,	  Serge	  Diaghilev,	  choreographer	  Léonide	  Massine,	  and	  
fellow	  composers	  Igor	  Stravinsky	  and	  Francis	  Poulenc.	  	  One	  could	  argue	  that,	  though,	  
based	  on	  the	  manuscript	  of	  the	  solo	  version,	  Ravel	  took	  it	  more	  seriously	  than	  a	  mere	  
reduction	  for	  the	  use	  of	  ballet	  rehearsals.	  	  He	  meticulously	  indicated	  articulations	  and	  
dynamics.	  	  More	  importantly,	  in	  terms	  of	  texture,	  voice	  leading,	  and	  sonority,	  the	  
reduction	  really	  is	  a	  characteristic	  work	  for	  solo	  piano	  by	  Ravel	  proved	  to	  be	  
idiomatically	  Ravel,	  comparable	  to	  Valses	  nobles	  et	  sentimentales	  from	  nine	  years	  
earlier.	  	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
99 Schonberg, The Great Pianists, 127. 
	   124	  
Over	  the	  past	  three	  decades	  or	  so,	  the	  overwhelming	  majority	  of	  pianists	  who	  
play	  this	  work	  have	  treated	  this	  transcription	  as	  a	  sketch	  by	  the	  composer;	  therefore,	  
taking	  total	  ownership	  and	  liberty	  to	  incorporate	  additional	  materials	  obtained	  from	  the	  
orchestral	  version.	  	  These	  days,	  pianists	  take	  an	  enormous	  amount	  of	  pride	  in	  creating	  
and	  displaying	  their	  own	  alterations.	  	  The	  piece	  not	  only	  has	  gradually	  become	  one	  of	  
the	  most	  popular	  items	  in	  modern	  day	  piano	  recitals,	  but	  it	  has	  also	  become	  a	  warhorse	  
in	  competitions.	  	  In	  the	  reprint	  of	  the	  original	  French	  edition	  by	  Dover	  Publications,	  the	  
editor,	  in	  reference	  to	  the	  additional	  small-­‐note	  excerpts,	  states	  that	  “since	  these	  are	  
generally	  impractical	  or	  impossible	  to	  play	  along	  with	  the	  principal	  music,	  the	  player	  
should	  regard	  those	  elements	  as	  references	  only.”	  	  It	  is	  interesting	  that	  most	  pianists,	  if	  
not	  all,	  have	  done	  just	  the	  opposite.	  	  For	  example,	  in	  the	  coda,	  Ravel	  only	  indicated	  a	  
single-­‐line	  ascending	  chromatic	  scale	  from	  the	  first	  violins	  (and	  winds),	  but	  most	  pianists	  
favor	  the	  challenge	  of	  incorporating	  the	  second	  violins	  parts	  (doubled	  by	  the	  wind	  
section),	  and	  play	  parallel	  chromatic	  triads.	  
	  
Example	  3.25,	  Ravel,	  La	  Valse,	  solo	  piano	  version,	  coda:	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Another	  section	  where	  pianists	  take	  pride	  in	  multiplying	  the	  notes	  in	  the	  solo	  
version	  is	  the	  long	  build	  up	  to	  the	  climax,	  marked	  Un	  peu	  plus	  vif	  et	  en	  accelerant,	  in	  
which	  the	  cascading	  chromatic	  lines	  –	  played	  by	  the	  double	  basses,	  violas,	  clarinets,	  
bassoons,	  horns,	  oboes	  –	  are	  incorporated.	  	  	  
	  
Example	  3.26,	  Ravel,	  La	  Valse,	  solo	  piano	  version,	  Un	  peu	  plus	  vif	  et	  en	  accelerant:	  
	  
	  
This	  leads	  to	  the	  climax	  where	  most	  pianists	  enthusiastically	  copy	  the	  glissandi	  from	  the	  
strings.	  	  With	  all	  the	  additional	  notes	  the	  resulting	  effect	  is	  that	  of	  a	  dynamic	  showpiece	  
–	  perhaps	  not	  what	  Ravel	  had	  in	  mind	  when	  he	  transcribed	  it	  for	  solo	  piano.	  
Ravel	  seemed	  to	  be	  very	  comfortable	  in	  going	  back	  and	  forth	  between	  the	  piano	  
and	  the	  orchestra	  as	  a	  composer.	  	  This	  is	  proven	  by	  his	  orchestration	  of	  several	  of	  his	  
solo	  piano	  works.	  	  He	  was	  a	  masterful	  composer	  for	  both	  the	  piano	  and	  the	  orchestra.	  	  
His	  celebrated	  orchestration	  always	  reflects	  his	  vision	  of	  colors	  and	  sonority,	  and	  his	  
piano	  works	  serve	  as	  evidence	  of	  his	  profound	  understanding	  of	  the	  instrument,	  in	  the	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Lisztian	  tradition.100	  	  The	  orchestral	  and	  piano	  versions	  of	  La	  Valse	  were	  both	  written	  
and	  published	  around	  the	  same	  time	  (it	  was	  the	  same	  case	  for	  Valses	  nobles	  et	  
sentimentales),	  which	  meant	  that	  Ravel’s	  conception	  of	  the	  work	  were	  neither	  strictly	  
orchestral	  nor	  pianistic;	  it	  was	  easily	  molded	  into	  both	  genres.	  	  Therefore,	  with	  the	  
knowledge	  of	  both	  versions,	  pianists	  are	  offered	  endless	  possibilities	  to	  alter	  the	  score	  
to	  suit	  their	  own	  interpretative	  ownership.	  	  Adding	  more	  notes	  to	  Ravel’s	  original	  
reduction	  seems	  to	  be	  an	  inviting,	  or	  even	  expected,	  operation.	  	  However,	  the	  question	  
of	  aesthetics	  remains:	  how	  many	  notes	  can	  a	  pianist	  add?	  
	  
	  
Examples	  of	  score	  modification	  
	  	  
I	  have	  categorized	  these	  examples	  based	  on	  a	  scale	  of	  five	  degrees,	  with	  five	  being	  the	  
most	  modified.	  	  The	  list	  compiled	  here	  is	  not	  an	  exhaustive	  one,	  rather,	  it	  contains	  
representative	  examples	  of	  performances	  given	  by	  world-­‐renowned	  pianists.	  	  Full	  
discographical	  information	  is	  included	  at	  the	  end	  of	  this	  document.	  
	  
Degrees	  of	  modification	  
	  
First	  degree	  	  
Minimal	  and	  relatively	  subtle	  alterations	  applied,	  such	  as	  adding	  low	  basses	  to	  reinforce	  
sonority	  or	  filling	  in	  chords	  with	  doublings	  to	  enrich	  texture.	  	  None	  of	  these	  examples	  
have	  been	  notated	  or	  published.	  	  All	  evidences	  are	  drawn	  from	  recordings.	  
	  
Ferruccio	  Busoni	  
Chopin,	  Étude	  in	  A	  minor,	  op.	  25,	  no.	  11	  
Modifications:	  extends	  the	  scale	  at	  the	  end.	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Liszt,	  Hungarian	  Rhapsody	  No.	  13	  in	  A	  minor	  
Modifications:	  transposes	  the	  main	  theme	  to	  higher	  registers	  during	  the	  climax,	  alters	  
the	  rhythm	  of	  the	  final	  chords.	  
	  
Sergei	  Rachmaninoff	  
Schumann,	  Carnaval,	  op.	  9	  
Modification:	  plays	  the	  Sphinxes	  movement	  with	  low	  tremolos,	  added	  low	  basses	  in	  the	  
finale.	  
	  
Chopin,	  Waltz	  in	  E-­‐flat	  major,	  op.	  18	  
Modification:	  low	  basses.	  
	  
Josef	  Hofmann	  
Chopin,	  Andante	  spianato	  et	  Grande	  Polonaise	  brillante,	  op.	  22	  
Modifications:	  altered	  the	  orchestral	  introduction	  to	  the	  Polonaise.	  
	  
Alfred	  Cortot	  
Liszt,	  Legend	  No.	  2:	  St.	  Francis	  of	  Paola	  Walking	  on	  the	  Waves	  
Modification:	  low	  basses.	  
	  
Arturo	  Benedetti	  Michelangeli	  
Schumann,	  Faschingsschwank	  aus	  Wien,	  op.	  26	  
Modifications:	  low	  bass	  octaves,	  changing	  single-­‐voice	  broken	  thirds	  into	  double-­‐
octaves	  in	  the	  finale.	  
	  
György	  Cziffra	  
Chopin,	  Ballade	  in	  F	  minor,	  op.	  52	  
Modification:	  enriched	  chords	  at	  the	  final	  cadence.	  	  	  
	  
Chopin,	  Polonaise	  in	  A-­‐flat	  major,	  op.	  53	  
Modification:	  added	  low	  basses	  and	  fifths	  to	  bass	  octaves.	  
	  
Vladimir	  Horowitz	  
Schubert,	  Moment	  musical	  No.	  3	  in	  F	  minor	  
Modifications:	  adding	  doublings	  in	  chords.	  
	  
Julius	  Katchen	  
Liszt,	  Mephisto	  Waltz	  No.	  1	  
Modification:	  low	  bass	  at	  the	  end	  of	  the	  coda.	  
	  
Jorge	  Bolet	  
Chopin,	  Sonata	  No.	  3	  in	  B	  minor,	  op.	  58	  (November	  6,	  1981)	  
Modifications:	  low	  bass	  octaves	  towards	  the	  end	  of	  the	  finale.	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Liszt,	  Aprés	  une	  lecture	  de	  Dante	  (1979;	  April	  1987,	  live	  at	  The	  Metropolitan	  Museum	  of	  
the	  Arts)	  
Modifications:	  adding	  doublings	  in	  chords	  during	  climatic	  passages.	  	  
	  
Friedrich	  Gulda	  
Chopin,	  Andante	  spianato	  et	  Grande	  Polonaise	  brillante,	  op.	  22	  (1959)	  




Chopin	  Andante	  spianato	  et	  Grande	  Polonaise	  brillante	  (December	  9,	  1983	  at	  Brigham	  
Young	  University)	  
Modifications:	  ubiquitous	  low	  bass	  octaves	  in	  the	  Polonaise	  section.	  	  
	  
Daniel	  Barenboim	  
Chopin,	  Nocturne	  in	  D-­‐flat	  major,	  op.	  27,	  no.	  2	  
Modification:	  low	  bass	  on	  the	  return	  of	  the	  A	  section.	  
	  
Chopin,	  Waltz	  in	  D-­‐flat	  major,	  op.	  64,	  no.	  1	  
Modification:	  low	  bass	  on	  the	  return	  on	  the	  A	  section.	  
	  
Murray	  Perahia	  (only	  in	  live	  concerts)	  
Chopin,	  Scherzo	  No.	  2	  in	  B-­‐flat	  mionr,	  op.	  31	  
Modifications:	  low	  bass	  octaves.	  
	  
Chopin,	  Fantasy	  in	  F	  minor,	  op.	  49	  
Modifications:	  additional	  doublings	  in	  chords	  
	  
Schumann,	  Faschingsschwank	  aus	  Wien,	  op.	  26	  
Modifications:	  copied	  Michelangeli’s	  alterations	  in	  the	  finale.	  
	  
Radu	  Lupu	  (only	  in	  live	  concerts)	  
Schubert,	  Sonata	  in	  A	  minor,	  D.	  845	  (February,	  9th,	  1996,	  at	  Carnegie	  Hall)	  
Modifications:	  low	  basses	  toward	  the	  end	  of	  the	  first	  movement	  as	  well	  as	  the	  last	  
movement.	  
	  
Schubert,	  Sonata	  in	  A	  major,	  D.	  959	  (January	  21,	  1991,	  at	  Carnegie	  Hall)	  
Modifications:	  low	  basses.	  
	  
Brahms,	  Sonata	  No.	  3	  (March	  7,	  1977,	  St.	  John’s	  Smith	  Square)	  
Modifications:	  lowered	  several	  bass	  octaves	  toward	  the	  end	  of	  the	  finale.	  
	  
Emmanual	  Ax	  (only	  in	  live	  concerts)	  
Schubert,	  Sonata	  in	  B-­‐flat	  major,	  D.	  960	  (live	  at	  Yale	  University)	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Modifications:	  low	  bass	  octave	  on	  the	  very	  last	  note	  of	  the	  fourth	  movement.	  
	  
Mikhail	  Pletnev	  
Chopin,	  Andante	  spianato	  et	  Grande	  Polonaise	  brillante,	  op.	  22	  
Modifications:	  low	  basses,	  and	  also	  omits	  the	  introduction	  (orchestral	  reduction)	  to	  the	  
Polonaise.	  
	  
Schumann,	  Faschingsschwank	  aus	  Wien,	  op.	  26	  
Modification:	  added	  low	  bass	  octaves.	  
	  
Krystian	  Zimerman	  
Chopin,	  Sonata	  No.	  3	  in	  B	  minor,	  op.	  58	  (live)	  
Modification:	  lowered	  octaves	  and	  chords	  toward	  the	  end	  of	  the	  finale.	  
	  
Stephen	  Hough	  
Liszt,	  Spanish	  Rhapsody	  
Modifications:	  added	  chromatic	  bass	  octaves	  at	  the	  final	  statement	  of	  the	  main	  theme.	  
	  
Brahms,	  Sonata	  No.	  3	  in	  F	  minor,	  op.	  5	  (live	  at	  the	  University	  of	  British	  Columbia)	  
Modifications:	  ubiquitous	  low	  basses	  at	  the	  end	  of	  the	  finale.	  
	  
Lang	  Lang	  
Liszt,	  Hungarian	  Rhapsody	  No.	  6	  in	  D-­‐flat	  major	  
Modification:	  low	  basses	  in	  the	  last	  section.	  
	  
Liszt,	  Réminiscences	  de	  Don	  Juan	  	  
Modification:	  low	  basses.	  
	  
Chopin,	  Nocturne	  in	  D-­‐flat	  major,	  op.	  27,	  no.	  2	  




Noticeable	  rewriting	  of	  certain	  passages	  or	  sections,	  such	  as	  changing	  the	  coda,	  but	  the	  
modifications	  do	  not	  run	  throughout	  the	  composition.	  	  Like	  the	  examples	  from	  the	  
previous	  section,	  none	  of	  these	  examples	  have	  been	  officially	  notated	  or	  published,	  with	  
the	  exception	  of	  the	  two	  versions	  of	  Rachmaninoff’s	  Second	  Sonata	  and	  the	  
modifications	  that	  features	  both	  Liszt	  and	  Busoni’s	  arrangements	  of	  Mephisto	  Waltz.	  
	  
Ignaz	  Friedman	  
Chopin,	  Ballade	  No.	  3	  in	  A-­‐flat	  major,	  op.	  47	  
Modifications:	  added	  low	  basses,	  enriched	  chords,	  especially	  during	  the	  climatic	  ending.	  
	  
Chopin,	  Ballade	  No.	  4	  in	  F	  minor,	  op.	  52	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Modifications:	  added	  doublings	  to	  chords,	  lowered	  bass	  notes.	  
	  
Alfred	  Cortot	  
Liszt,	  Hungarian	  Rhapsody	  No.	  2	  in	  C-­‐sharp	  minor	  
Modification:	  added	  a	  cadenza	  
Moritz	  Rosenthal	  
Liszt,	  Hungarian	  Rhapsody	  No.	  2	  in	  C-­‐sharp	  minor	  (1922,	  1923)	  
Modification:	  left	  hand	  part	  simplified	  to	  facilitate	  the	  leaps.	  
	  
Julius	  Katchen	  
Liszt,	  Hungarian	  Rhapsody	  No.	  12	  in	  C-­‐sharp	  minor	  
Modification:	  reinstatement	  of	  the	  E	  major	  theme	  transposed	  an	  octave	  higher,	  turned	  




Liszt,	  Après	  une	  lecture	  de	  Dante	  
Modification:	  rewrote	  the	  conclusion.	  
	  
Van	  Cliburn	  
Liszt,	  Mephisto	  Waltz	  No.	  1	  
Modifications:	  incorporated	  Busoni’s	  arrangement	  of	  Liszt’s	  orchestral	  version.	  
	  
Rachmaninoff,	  Sonata	  No.	  2	  in	  B-­‐flat	  minor,	  op.	  36	  
Modifications:	  incorporated	  the	  1913	  and	  1931	  versions.	  
	  
Vladimir	  Horowitz	  
Schubert/Liszt/Tausig,	  Military	  March	  No.	  1	  
Modification:	  changed	  flourishes	  and	  rewrote	  the	  coda.	  
	  
Liszt,	  Hungarian	  Rhapsody	  No.	  6	  in	  D-­‐flat	  major	  
Modification:	  added	  extra	  flourishes,	  low	  bass	  notes.	  
	  
Liszt,	  Hungarian	  Rhapsody	  No.	  13	  in	  A	  minor	  
Modification:	  changed	  the	  transition	  into	  the	  final	  statement	  of	  the	  friska	  theme,	  
rewrote	  the	  coda.	  
	  
Moszkowski,	  Etincelles,	  op.	  36,	  no.	  6	  
Modification:	  simplified	  chords,	  rewrote	  the	  coda.	  
	  
Moszkowski,	  Étude	  in	  F	  major,	  op.	  72,	  no.	  6	  	  
Modification:	  rewrote	  the	  coda.	  
	  
Earl	  Wild	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Liszt,	  Mephisto	  Waltz	  No.	  1	  
Modifications:	  rewrote	  the	  coda.	  
	  
Mikhail	  Pletnev	  
Liszt	  Après	  une	  lecture	  de	  Dante	  
Modification:	  added	  doublings	  in	  chords	  and	  low	  basses.	  
	  
Mussorgsky,	  Pictures	  at	  an	  Exhibition	  
Modification:	  added	  low	  basses,	  tremolos,	  and	  doublings	  of	  chords	  (ubiquitous	  during	  
the	  Great	  Gate	  of	  Kiev).	  
	  
Cyprien	  Katsaris	  
Liszt	  Hungarian	  Rhapsody	  No.	  2	  in	  C-­‐sharp	  minor	  
Modification:	  added	  a	  cadenza.	  	  
	  
Marc-­‐Andre	  Hamelin	  
Liszt,	  Hungarian	  Rhapsody	  No.	  13	  in	  A	  minor	  
Modifications:	  rewrote	  the	  repeated	  notes	  (quasi	  cimbalom).	  
	  
Leif	  Ove	  Andsnes	  
Mussorgsky:	  Pictures	  at	  an	  Exhibition	  	  




Third	  degree	  	  
Consistent	  modifications	  applied	  throughout	  the	  composition,	  but	  the	  reworking	  
remains	  close	  to	  the	  basis	  of	  the	  original	  composition.	  	  Aside	  from	  Rachmaninoff’s	  
Second	  Sonata	  and	  Busoni’s	  arrangement	  of	  Liszt’s	  Mephisto	  Waltz	  No.	  1,	  none	  of	  the	  
modifications	  have	  been	  notated	  or	  published.	  
	  
György	  Cziffra	  
Liszt,	  Concert	  Paraphrase	  on	  Gounod	  Waltz	  from	  Faust	  
Modification:	  incorporated	  additional	  melodic	  lines	  from	  the	  opera	  (chorus)	  into	  the	  left	  
hand	  part,	  added	  chromatic	  neighbor	  notes,	  glissando,	  low	  basses,	  extra	  chords.	  
	  
Vladimir	  Horowitz	  
Liszt,	  Mephisto	  Waltz	  No.	  1	  (after	  Busoni)	  
Modification:	  incorporated	  Busoni’s	  arrangement	  from	  Liszt’s	  orchestral	  version,	  added	  
low	  basses,	  and	  rewrote	  the	  coda.	  
	  
Mussorgsky,	  Pictures	  at	  an	  Exhibition	  
Modification:	  added	  tremolo,	  doubled	  chords,	  and	  extended	  scales.	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Rachmaninoff,	  Sonata	  No.	  2	  in	  B-­‐flat	  minor,	  op.	  36	  
Modifications:	  incorporated	  elements	  from	  both	  the	  1913	  and	  1931	  versions,	  altered	  
bass	  notes,	  added	  low	  basses	  and	  extra	  chords.	  
	  
Arcadi	  Volodos	  
Moszkowski,	  Etincelles,	  op.	  36,	  no.	  6	  





Consistent	  modifications	  applied	  throughout,	  and	  adding	  materials	  that	  do	  not	  exist	  in	  
the	  original	  composition.	  	  None	  of	  the	  examples	  listed	  here	  have	  been	  officially	  notated	  
or	  published,	  with	  the	  exception	  of	  Cziffra’s	  arrangements.	  	  
	  
György	  Cziffra	  
Brahms,	  Hungarian	  Dances	  




Liszt,	  Hungarian	  Rhapsody	  No.	  2	  in	  C-­‐sharp	  minor	  
Modification:	  added	  counterpoint,	  extra	  voices,	  low	  basses,	  chromaticism,	  as	  well	  as	  
combined	  and	  overlapped	  themes	  on	  top	  of	  each	  other	  
	  
Mendelssohn/Liszt,	  Wedding	  March	  
Modification:	  made	  cuts,	  chromaticized	  passagework,	  added	  low	  basses,	  enriched	  
chords,	  rewrote	  flourishes.	  	  	  
	  
Arcadi	  Volodos	  
Liszt,	  Aprés	  une	  lecture	  de	  Dante	  
Modification:	  added	  low	  basses,	  tremolos,	  chordal	  doublings,	  counterpoint,	  
dissonances,	  and	  changed	  inner	  voices	  throughout.	  
	  
Liszt,	  Vallée	  d’Obermann	  
Modification:	  added	  low	  basses,	  tremolos,	  chordal	  doublings,	  counterpoint,	  
dissonances,	  and	  changed	  inner	  voices	  throughout.	  
	  
Liszt,	  Hungarian	  Rhapsody	  No.	  13	  in	  A	  minor	  
Modification:	  elongated	  flourishes,	  added	  dissonances,	  added	  chromaticism,	  rewrote	  
the	  coda,	  and	  incorporated	  motifs.	  
	  
Moszkowski,	  Étude	  in	  F	  major,	  op.	  72,	  no.	  6	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Modification:	  reharmonized,	  added	  chromaticism,	  changed	  passagework	  throughout,	  




Completely	  rearranging	  an	  existing	  piece	  while	  basing	  fundamental	  materials	  on	  the	  
original	  work.	  	  These	  examples	  are	  essentially	  re-­‐arrangements	  and	  published	  scores	  are	  
available.	  	  	  
	  
Franz	  Liszt	  
Liszt,	  Soirées	  de	  Vienne	  
Liszt:	  Schubert,	  Marche	  Militaire	  No.	  1	  
	  
Carl	  Tausig	  
Marche	  Militaire	  (after	  Liszt)	  
	  
Rafael	  Joseffy	  
Chopin,	  Waltz	  in	  D-­‐flat	  major,	  op.	  64,	  no.	  1	  
	  
Moritz	  Rosenthal	  
Chopin,	  Waltz	  in	  D-­‐flat	  major,	  op.	  64,	  no.	  1	  	  
	  
Leopold	  Godowsky	  
Schubert,	  Moment	  musical	  No.	  3	  in	  F	  minor	  




Fünf	  Speziaistudien	  für	  Pianoforte:	  Bearbeitungen	  Chopin’scher	  Werke	  	  
	  
Marc-­‐André	  Hamelin	  
Etude	  No.	  10	  après	  Chopin	  
Triple	  Etude	  d’après	  Chopin	  	  
	  
Arcadi	  Volodos	  
Concert	  Paraphrase	  on	  Mozart’s	  Rondo	  alla	  Turca	  
	  
	  
This	  list	  confirms	  several	  crucial	  points.	  	  Firstly,	  the	  overwhelming	  majority	  of	  
score	  alterations	  are	  applied	  to	  virtuosic	  repertoire	  across	  the	  spectrum,	  particularly	  
pieces	  written	  for	  the	  piano	  to	  showcase	  the	  performer’s	  pianism.	  	  There	  are	  no	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modifications	  made	  to	  pieces	  such	  as	  late	  Beethoven	  sonatas,	  Mendelssohn	  songs	  
without	  words,	  Brahms	  intermezzi,	  and	  the	  like.	  	  Secondly,	  the	  common	  denominator	  is	  
adding	  notes	  (especially	  low	  bass	  octaves	  and	  enrichment	  of	  chords)	  to	  intensify	  or	  
reinforce	  the	  sonority	  during	  climactic	  moments	  in	  music,	  typically	  towards	  the	  end	  of	  a	  
piece.	  	  Based	  on	  my	  scale,	  the	  first	  two	  degrees	  of	  modification,	  from	  minimal	  to	  
occasional,	  pianists	  tend	  to	  alter	  the	  score	  during	  coda	  and	  climax.	  	  When	  the	  
modifications	  run	  more	  constantly	  throughout	  a	  piece	  (third	  and	  fourth	  degree	  on	  my	  
spectrum),	  then	  the	  changes	  resemble	  improvisation	  and	  troping.	  	  When	  maximal	  
alteration	  is	  applied	  (fifth	  degree),	  it	  is	  essentially	  an	  arrangement,	  which	  encompasses	  
all	  elements	  of	  reinforcing,	  amplifying,	  improvising,	  and	  rewriting.	  
	  
	   	  




Part	  I:	  from	  the	  Golden	  Age	  to	  the	  modern	  era:	  the	  key	  players	  of	  the	  twentieth	  century	  
	  
As	  I	  mentioned	  in	  the	  first	  chapter,	  and	  touched	  upon	  throughout	  this	  
dissertation,	  Beethoven’s	  later	  works	  solidified	  the	  idea	  of	  the	  immutable	  score.	  	  That	  
turning	  point	  is	  followed	  closely	  by	  the	  birth	  of	  the	  romantic	  ideal	  of	  virtuoso	  as	  hero,	  
which	  marked	  the	  dawn	  of	  Golden	  Age	  pianism.	  	  Liszt	  was	  the	  first	  hero,	  who	  led	  the	  
way	  by	  demonstrating	  what	  it	  meant	  to	  be	  a	  virtuoso	  composer-­‐pianist	  though	  his	  
performances,	  compositions,	  teaching,	  and	  editions.	  	  The	  Golden	  Age	  of	  pianism	  was	  
defined	  by	  Liszt	  and	  carried	  on	  by	  his	  pupils:	  Eugen	  D’Albert,	  Moritz	  Rosenthal,	  Carl	  
Tausig,	  Emil	  von	  Sauer,	  Alexander	  Siloti,	  and	  Hans	  von	  Bülow.	  	  In	  a	  way,	  the	  polarity	  
between	  Beethoven	  and	  Liszt	  is	  mirrored	  roughly	  a	  century	  later	  by	  the	  artistic	  
differences	  between	  Busoni	  and	  Rachmaninoff	  at	  the	  dusk	  of	  the	  Golden	  Age.	  	  I	  will	  now	  
discuss	  what	  roles	  they	  played	  during	  this	  critical	  time.	  
	  
	  
Ferruccio	  Busoni,	  Liszt’s	  greatest	  successor	  	  
	  
Busoni	  was	  a	  thinker,	  a	  searching	  artist,	  who	  “was	  one	  of	  the	  first	  pianists	  to	  
think	  about	  music	  rather	  than	  merely	  play	  it;	  to	  think	  of	  its	  meaning	  and	  what	  the	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composer	  intended.”101	  	  One	  of	  the	  true	  giants	  of	  the	  Golden	  Age,	  Busoni’s	  playing	  was	  
not	  kitsch;	  unlike	  his	  contemporaries,	  it	  did	  not	  carry	  extraneous	  affectation.	  	  But	  
because	  he	  was	  such	  a	  cerebral	  pianist-­‐composer,	  his	  ideals	  created	  a	  paradox.	  	  As	  
Harold	  Schonberg	  claims:	  	  “On	  the	  one	  hand	  he	  preached	  the	  necessity	  of	  getting	  close	  
to	  the	  composers’	  intentions.	  	  On	  the	  other	  hand,	  like	  all	  musicians	  of	  the	  day,	  he	  had	  
no	  hesitation	  about	  touching	  up	  music.”	  	  In	  Busoni’s	  view,	  the	  score	  alterations	  were	  
relatively	  unimportant,	  because	  they	  were	  just	  a	  part	  of	  the	  greater	  ideal	  with	  which	  the	  
performer	  must	  convey	  each	  composition’s	  essence.	  	  By	  digging	  into	  the	  composers’	  
intentions,	  he	  took	  full	  interpretive	  ownership,	  modifying	  the	  score	  as	  he	  saw	  fit,	  
especially	  with	  composers	  who	  he	  believed	  wrote	  for	  the	  piano	  in	  a	  less	  idiomatic	  way,	  
like	  César	  Franck.102	  	  Busoni’s	  importance	  is	  highlighted	  in	  Kenneth	  Hamilton’s	  book,	  
After	  the	  Golden	  Age.	  	  Hamilton	  cites	  a	  crucial	  quote	  from	  Busoni’s	  Wissen	  und	  Einheit,	  
which	  encapsulates	  Busoni’s	  outlook:	  “[he]	  went	  so	  far	  as	  to	  claim	  that	  any	  notation	  of	  
music	  is	  a	  transcription	  of	  an	  originally	  abstract	  sonic	  idea,	  and	  every	  performance	  of	  
this	  inevitably	  inexact	  notation	  is,	  like	  it	  or	  not,	  a	  further	  transcription.”103	  	  In	  a	  letter	  
Busoni	  wrote	  to	  Marcel	  Rémy	  (who	  reviewed	  Busoni’s	  concert)	  in	  defense	  of	  his	  
modification	  on	  Franck’s	  Prelude,	  Chorale	  and	  Fugue,	  Busoni	  himself	  said	  “You	  start	  
from	  false	  premises	  in	  thinking	  it	  is	  my	  intention	  to	  ‘modernize’	  the	  works.	  	  On	  the	  
contrary,	  by	  cleaning	  them	  of	  the	  dust	  of	  tradition,	  I	  try	  to	  restore	  their	  youth,	  to	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
101 Schonberg, The Great Pianists, 368. 
102 Busoni modified Franck’s Prelude, Chorale and Fugue in a performance given in 1902 and 
defended this by observing that the composer “did not always know how to obtain the 
effects he wanted.” (from Schonberg, p 368).  Busoni’s stated his defense in a letter to 
Marcel Rémy. 
103 Hamilton, After the Golden Age, 186. 
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present	  them	  as	  they	  sounded	  to	  people	  at	  the	  moment	  when	  they	  first	  sprang	  from	  the	  
head	  and	  pen	  of	  the	  composer.”104	  
Busoni’s	  aesthetic	  as	  an	  interpreter	  of	  the	  printed	  score	  was	  perfectly	  aligned	  
with	  Liszt’s	  vision.	  	  In	  that	  sense,	  he	  was	  Liszt’s	  greatest	  successor.	  	  That	  is	  in	  addition	  to	  
other	  contributions	  Busoni	  made	  to	  Liszt’s	  legacy	  (editing	  Liszt’s	  works	  such	  as	  his	  
Transcendental	  and	  Paganini	  Études,	  completing	  Liszt’s	  unfinished	  works,	  such	  as	  
Concert	  Paraphrase	  on	  Mozart’s	  The	  Marriage	  of	  Figaro,105	  and	  arranging	  his	  orchestral	  
works	  for	  solo	  piano,	  such	  as	  Mephisto	  Waltz	  No.	  1).	  	  Busoni	  had	  often	  been	  labeled	  as	  a	  
“modernist”	  by	  contemporary	  critics	  and	  scholars	  of	  his	  lifetime;	  but	  in	  hindsight,	  he	  is	  
one	  of	  the	  last	  genuine	  representatives	  of	  the	  Golden	  Age	  pianists.	  	  	  
	  
	  
	   	   Back	  to	  the	  immutable	  score:	  Sergei	  Rachmaninoff	  and	  Josef	  Hofmann	  
	  
Harold	  Schonberg	  points	  out	  a	  fascinating	  misconception	  we	  often	  have:	  
Rachmaninoff	  and	  Hofmann	  were	  part	  of	  the	  so-­‐called	  “old	  school”	  romantic	  pianists,	  as	  
they	  took	  a	  considerable	  amount	  of	  temporal	  liberties.106	  	  As	  it	  is	  evident	  in	  their	  
recordings,	  their	  playing	  possesses	  great	  elasticity	  and	  is	  not	  metronomic.	  	  For	  instance,	  
in	  his	  recording	  of	  Chopin’s	  E-­‐flat	  major	  Nocturne,	  op.	  9,	  no.	  2,	  Rachmaninoff	  plays	  with	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
104 Edward Dent, Ferruccio Busoni: A Biography (London: Eulenberg, 1974), 110. 
105 Busoni completed the work by adding, rearranging and omitting certain sections.  The 
first edition was published in 1912.  Pianist Leslie Howard also made a completion of the 
work. 
106 Schonberg, The Great Pianists, 377. 
	   138	  
an	  abundance	  of	  rubato	  that	  would	  be	  considered	  a	  highly	  “romanticized”	  way	  of	  
playing	  by	  today’s	  standards.	  	  However,	  Schonberg	  clarifies	  that	  the	  freedom	  found	  in	  
Rachmaninoff	  and	  Hofmann’s	  playing	  is	  quite	  modest	  compared	  to	  that	  of	  their	  
contemporaries.	  	  In	  fact,	  outside	  of	  Busoni,	  Rachmaninoff,	  and	  Hofmann,	  there	  are	  few	  
recorded	  examples	  Golden	  Age	  pianism,	  so	  it	  is	  difficult	  to	  compare	  them	  to	  their	  
contemporaries.	  	  Contrary	  to	  the	  general	  misconception,	  “Hofmann	  and	  Rachmaninoff	  
represented	  the	  first	  reflection	  of	  the	  modern	  attitude	  that	  the	  printed	  note	  is	  the	  all-­‐
important	  guide	  for	  the	  performer.”107	  	  	  
Rachmaninoff	  (b.	  1873)	  and	  Hofmann	  (b.	  1876)	  were	  born	  into	  the	  Golden	  Age	  
and	  there	  are	  inevitable	  traces	  of	  this	  in	  their	  musical	  personalities.	  	  One	  of	  the	  greatest	  
composer-­‐pianists,108	  Rachmaninoff	  practiced	  several	  of	  the	  Golden	  Age	  traditions:	  he	  
inserted	  a	  cadenza	  in	  Liszt’s	  Hungarian	  Rhapsody	  No.	  2,	  improvised	  in	  the	  “Sphinxes”	  
movement	  of	  Schumann’s	  Carnaval,	  and	  made	  concert	  paraphrases	  and	  transcriptions	  
of	  various	  composers’	  works	  including	  Bach’s	  Violin	  Partita	  in	  E	  major,	  Nicolai	  Rimsky-­‐
Korsakov’s	  The	  Flight	  of	  the	  Bumblebee,	  Fritz	  Kreisler’s	  Liebesleid	  and	  Liebesfreud.	  	  
However,	  Rachmaninoff	  did	  obey	  the	  letter	  of	  the	  score,	  rarely	  altering	  pre-­‐existing	  
notations.	  	  He	  was	  relatively	  conservative	  when	  it	  came	  to	  adding	  extra	  notes,	  only	  
incorporated	  a	  few	  occasional	  low	  bass	  notes	  in	  pieces	  such	  as	  Schumann’s	  Carnaval	  
and	  Chopin’s	  Waltzes.	  	  Hofmann,	  Anton	  Rubinstein’s	  most	  prodigious	  student,	  
occasionally	  borrowed	  from	  the	  aesthetics	  of	  the	  Golden	  Age	  (more	  than	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
107 Ibid, 377. 
108 Rachmaninoff actually was first a composer-conductor, then for financial necessities, 
he incorporated his pianistic talent into his career.  
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Rachmaninoff),	  with	  practices	  such	  as	  preluding	  and	  spontaneously	  adding	  low	  basses,	  
but	  in	  rare	  instances.	  	  However,	  he	  preached	  textual	  fidelity.	  	  There	  are	  only	  a	  couple	  of	  
instances	  where	  he	  modified	  the	  score:	  first,	  in	  the	  orchestral	  introduction	  to	  the	  
Polonaise	  proper	  of	  Chopin’s	  Andante	  spianato	  et	  Grande	  Polonaise	  brillante,	  and	  also	  in	  
Liszt’s	  Hungarian	  Rhapsody	  No.	  2,	  in	  which	  he	  simplified	  the	  left	  hand	  part.	  	  He	  made	  
the	  transcription	  more	  effective	  by	  adding	  tremolos	  and	  alternating	  chords	  to	  imitate	  
the	  orchestral	  sonority.109	  	  In	  his	  pedagogical	  book	  written	  in	  1909,	  Piano	  Playing,	  he	  
foreshadowed	  the	  changing	  tide	  of	  piano	  playing	  heading	  into	  the	  new	  century.	  	  He	  
remarked	  on	  the	  fact	  there	  were	  only	  a	  few	  pianists	  such	  as	  Rubinstein,	  Chopin	  and	  
Liszt,	  who	  utilized	  their	  dazzling	  technique	  to	  convey	  their	  musical	  message,	  but	  
observed	  that	  the	  trend	  was	  turning	  towards	  simplicity.	  	  For	  Hofmann,	  it	  was	  about	  
mastering	  what	  is	  written	  in	  the	  score.110	  	  Both	  Rachmaninoff	  and	  Hofmann	  played	  with	  
great	  poetry	  and	  rhythmic	  nuance.	  	  They	  added	  nothing	  extra	  to	  the	  score	  in	  terms	  of	  
notes,	  yet	  they	  brought	  more	  to	  the	  sonic	  realization	  through	  rhythmic	  manipulation.	  	  	  
Busoni,	  on	  the	  other	  hand,	  while	  having	  the	  same	  style	  of	  playing	  as	  
Rachmaninoff	  and	  Hofmann,	  found	  modifying	  the	  score	  was	  a	  necessary	  part	  of	  the	  
overall	  interpretation,	  particularly	  when	  it	  comes	  to	  compositions	  produced	  by	  non-­‐
pianist-­‐composers	  in	  an	  unidiomatic	  way.	  	  The	  philosophical	  difference	  between	  Busoni	  
and	  Hofmann,	  consequently,	  signaled	  the	  end	  of	  an	  era,	  much	  like	  the	  difference	  
between	  Beethoven	  and	  Liszt.	  	  Busoni,	  arguably	  the	  greatest	  torchbearer	  of	  Liszt’s	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
109 As mentioned in the previous chapter, Andante spianato et Grande Polonaise brillante was 
originally composed for piano and orchestra, but it has been adopted and widely 
performed as a solo piece due to the sparse orchestration in the original version.   
110 Hofmann’s view is similar to Brendel’s, as I discussed in the first chapter. 
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legacy,	  and	  also	  the	  last	  true	  composer-­‐pianist	  of	  the	  Golden	  Age,	  was	  more	  concerned	  
about	  the	  spirit	  of	  the	  score.	  	  Hofmann	  and	  Rachmaninoff	  steered	  the	  general	  attitude	  
towards	  the	  idea	  that	  the	  score	  is	  immutable.	  	  Schonberg	  makes	  an	  important	  point,	  
saying	  that	  the	  decline	  of	  performance	  practices	  such	  as	  improvisation	  and	  
embellishment,	  as	  well	  as	  the	  romantic	  idea	  of	  the	  virtuoso	  as	  hero,	  all	  play	  a	  part	  in	  the	  
change	  of	  climate	  in	  the	  early	  twentieth	  century.111	  
	  
	  
Vladimir	  Horowitz	  the	  unapologetic	  virtuoso	  
	  
Vladimir	  Horowitz	  was	  the	  most	  influential	  figure	  in	  the	  twentieth	  century	  in	  
terms	  of	  continuing	  the	  Lisztian	  tradition	  after	  Busoni.	  	  Given	  his	  stature	  and	  fame,	  
Horowitz	  was	  always	  able	  to	  do	  what	  he	  believed	  in	  throughout	  his	  long	  career	  with	  
compelling	  conviction.	  	  His	  eccentric	  personality	  fueled	  the	  longevity	  of	  his	  concert	  
career.	  	  That	  personality	  did	  not	  only	  encompass	  his	  rare,	  Liszt-­‐like	  ability	  to	  excite	  an	  
audience,	  and	  playing	  with	  idiosyncratic	  flat	  fingers	  on	  a	  personalized112	  113Steinway,	  but	  
also	  his	  unapologetic	  habit	  of	  altering	  the	  score	  (especially	  in	  virtuoso	  repertoire).	  	  In	  
defending	  his	  modifications,	  he	  declared	  that	  he	  “only	  makes	  changes	  to	  make	  a	  good	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
111 Schonberg, The Great Pianists, 377. 
112 Horowitz had very particular adjustments made on the action of his Steinways.  His 
pianos featured shallower key dip and lighter weight, and they were voiced like 
nineteenth century pianos. 
113 John Musto, February 26, 2020, personal communication via e-mail message.  
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sound,	  to	  improve	  awkward	  writing,	  or	  to	  fulfill	  the	  composer’s	  intentions.”114	  	  This	  
statement	  is	  exactly	  what	  Busoni	  said	  about	  making	  necessary	  changes	  to	  the	  score	  
when	  a	  composition	  is	  pianistically	  unidiomatic.	  	  	  
In	  the	  view	  of	  both	  Busoni	  and	  Horowitz,	  musical	  integrity	  does	  not,	  and	  should	  
not,	  mean	  strictly	  sticking	  to	  the	  letter	  of	  the	  score.	  	  Horowitz	  knew	  what	  virtuosity	  
entailed.	  	  His	  music-­‐making	  always	  went	  beyond	  the	  notation;	  his	  ability	  to	  transform	  
the	  dots	  on	  the	  pages	  into	  exhilarating	  sonic	  effects	  made	  him	  a	  true	  communicator.	  	  
Furthermore,	  his	  knowledge	  of	  the	  piano,	  combined	  with	  his	  instinct	  for	  virtuosity,	  
provided	  the	  foundation	  for	  all	  his	  musical	  decisions.	  	  Schonberg	  pointed	  out	  that	  
Horowitz	  was	  so	  “secure	  in	  his	  knowledge	  of	  the	  Liszt	  style,	  he	  would	  add	  cadenzas	  to	  
Liszt	  rhapsodies	  and	  other	  works,	  knowing	  full	  well	  that	  the	  composer	  would	  have	  
raised	  no	  objections	  to	  contributions	  on	  such	  a	  transcendental	  level.”115	  	  	  
By	  continuing	  Lisztian	  traditions,	  Horowitz,	  who	  was	  only	  twenty-­‐one	  years	  old	  
when	  Busoni	  died,	  was	  a	  remnant	  of	  a	  generation	  of	  pianists	  who	  thrived	  during	  the	  
Golden	  Age.	  	  When	  David	  Dubal	  asked	  Horowitz	  to	  comment	  on	  the	  criticisms	  he	  had	  
received	  in	  regards	  to	  modifying	  Mussorgsky’s	  iconic	  piece,	  Pictures	  at	  an	  Exhibition,	  
Horowitz	  said,	  “well,	  I	  don’t	  give	  a	  damn.	  	  I’m	  not	  ashamed	  of	  it.	  	  I	  am	  proud	  of	  the	  
transcription.”116	  	  He	  received	  tremendous	  respect	  from	  Rachmaninoff,	  even	  gaining	  the	  
artistic	  license	  from	  the	  composer	  himself	  to	  restructure	  Rachmaninoff’s	  Second	  Piano	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
114 Dubal, Remembering Horowitz, 221. 
115 Schonberg, The Great Pianists, 438-439. 
116 Dubal, Remembering Horowitz, 221. 
	   142	  
Sonata.117	  	  Rachmaninoff,	  as	  mentioned	  above,	  did	  not	  apply	  score	  modification	  in	  his	  
own	  playing,	  but	  he	  admitted	  that	  he	  was	  not	  able	  to	  solve	  the	  structural	  issues	  of	  his	  
own	  sonata,	  and	  permitted	  Horowitz	  to	  take	  material	  from	  both	  the	  original	  1913	  
version	  and	  his	  1931	  revision	  to	  make	  a	  new	  version.	  	  This	  permission	  granted	  by	  
Rachmaninoff	  not	  only	  gave	  Horowitz	  license	  to	  be	  himself,	  but	  more	  importantly,	  the	  
composer	  acknowledged	  and	  verified	  Horowitz’s	  ability	  to	  refine	  an	  existing	  
composition	  through	  making	  necessary	  modifications.	  	  	  
	  
	  
György	  Cziffra	  the	  well-­‐rounded	  virtuoso	  
	  
Like	  Horowitz,	  György	  Cziffra	  was	  a	  descendent	  of	  the	  Golden	  Age.	  	  He	  was	  an	  
archetypal	  Lisztian	  virtuoso.	  	  In	  certain	  respects,	  his	  musical	  activities	  resembled	  Liszt	  far	  
more	  than	  any	  other	  pianist	  in	  the	  twentieth	  century.	  	  When	  he	  first	  moved	  to	  France,	  
he	  gained	  his	  fame	  by	  performing	  the	  virtuosic	  compositions	  of	  Liszt,	  his	  fellow	  
Hungarian.	  	  His	  playing	  was	  virtuosic	  in	  every	  sense	  of	  the	  word;	  he	  played	  with	  ease,	  
flair,	  color,	  and	  spontaneity.	  	  Furthermore,	  he	  possessed	  one	  quality	  that	  even	  most	  
twentieth	  century	  virtuoso	  pianists	  did	  not	  have:	  he	  was	  an	  accomplished	  jazz	  pianist	  
and	  he	  made	  a	  living	  playing	  jazz	  in	  Budapest	  bars	  after	  the	  war.118	  	  He	  began	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
117 Glenn Plaskin, A Biography of Vladimir Horowitz (New York: William Morrow and 
Company, 1984), 223. 
118 Claudio Arrau, et al.  The Art of Piano: Great Pianists of the 20th Century, VHS.  Directed by 
Donald Sturrock (New York, NY: WNET Channel 13 New York, 1999). 
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improvising	  when	  he	  was	  five	  years	  old,	  working	  as	  a	  pianist	  at	  the	  circus.	  	  His	  ability	  to	  
improvise	  as	  a	  jazz	  pianist	  naturally	  affected	  the	  way	  he	  performed	  virtuoso	  repertoire	  
as	  a	  classical	  pianist.	  	  There	  was	  a	  sense	  of	  freedom	  in	  his	  music-­‐making.	  	  He	  was	  never	  
trapped	  in	  the	  notation.	  	  Thanks	  to	  the	  digital	  age	  we	  live	  in,	  we	  now	  have	  access,	  
through	  platforms	  such	  as	  YouTube,	  to	  many	  commercially	  unreleased	  clips	  of	  Cziffra	  
improvising	  in	  various	  styles	  and	  idioms.	  	  From	  those	  recordings,	  we	  get	  to	  witness	  his	  
unmatched	  ability	  to	  improvise	  in	  a	  classical,	  Romantic	  style,	  evoking	  Liszt	  and	  other	  
improvising	  masters	  of	  the	  past.	  	  
His	  rare	  improvisational	  skills	  naturally	  gave	  him	  the	  ability	  to	  alter	  the	  score	  as	  
he	  saw	  fit.	  	  As	  I	  pointed	  out	  in	  the	  previous	  chapter,	  his	  modifications	  were	  always	  well-­‐
informed	  and	  idiomatic,	  like	  what	  he	  did	  with	  Liszt’s	  Valse	  de	  l’opera	  Faust.	  	  Since	  he	  
was	  so	  well-­‐versed	  as	  an	  improviser	  of	  various	  genres	  as	  well	  as	  a	  free-­‐spirited	  virtuoso,	  
when	  he	  modified	  the	  score,	  the	  actual	  alterations	  were	  embedded	  in	  a	  way	  that	  sounds	  
organic	  and	  tasteful.	  	  The	  elements	  of	  improvisation	  and	  modification	  were	  part	  of	  his	  
genetic	  make	  up	  as	  a	  virtuoso.	  	  His	  instinct	  to	  improvise	  and	  modify	  inevitably	  led	  him	  to	  
produce	  numerous	  virtuosic	  arrangements:	  Brahms’	  Hungarian	  Dances,	  Johann	  Strauss	  
Jr.’s	  By	  the	  Beautiful	  Blue	  Danube,	  Die	  Fledermaus,	  Rossini’s	  William	  Tell,	  Rimsky-­‐
Korsakov’s	  The	  Flight	  of	  the	  Bumblebee,	  to	  name	  a	  few.	  	  	  
	  
	  
Arcadi	  Volodos	  the	  torchbearer	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Since	  Horowitz	  (who	  died	  in	  1989),	  no	  other	  major119	  pianist	  in	  the	  twentieth	  
century	  practiced	  the	  tradition	  of	  score	  alterations	  as	  extensively	  as	  Arcadi	  Volodos.	  	  As	  
my	  list	  from	  the	  previous	  chapter	  shows,	  the	  majority	  of	  living	  pianists	  who	  modify	  the	  
score	  to	  suit	  their	  interpretation	  –	  such	  as	  Murray	  Perahia,	  Radu	  Lupu,	  and	  Krystian	  
Zimerman	  –	  only	  go	  as	  far	  as	  adding	  low	  basses,	  or	  enriching	  chords.	  	  The	  one	  exception	  
is	  composer-­‐pianist	  Marc-­‐Andre	  Hamelin,	  who	  has	  made	  several	  arrangements	  of	  
existing	  works,	  but	  they	  are	  what	  Julian	  Hellaby	  would	  call	  “formal”120	  modifications	  –	  
meaning	  they	  are	  essentially	  compositions,	  rather	  than	  interpretive	  modifications.	  	  
Volodos	  is	  the	  offspring	  of	  Liszt	  by	  way	  of	  Busoni,	  Horowitz,	  and	  Cziffra.	  	  He	  launched	  his	  
international	  career	  with	  an	  impressive	  debut	  recording	  on	  Sony	  Classical	  that	  contained	  
nothing	  but	  transcriptions,	  arrangements,	  paraphrases	  and	  modified	  compositions.	  	  The	  
recording	  not	  only	  exhibits	  his	  astonishing	  pianistic	  abilities,	  but	  more	  importantly,	  it	  is	  a	  
testament	  to	  the	  fact	  that	  he	  is	  a	  descendent	  of	  the	  Golden	  Age.	  	  Appropriately,	  there	  
are	  two	  Horowitz-­‐inspired	  tracks	  on	  this	  recording:	  Horowitz’s	  renowned	  Variations	  on	  
the	  Gypsy	  Dance	  from	  Bizet’s	  Carmen	  and	  Horowitz’s	  enhanced	  version	  of	  Liszt’s	  
Hungarian	  Rhapsody	  No.	  2.	  	  Volodos	  also	  pays	  tribute	  to	  Cziffra	  by	  including	  his	  high-­‐
octane	  transcription	  of	  Rimsky-­‐Korsakov’s	  The	  Flight	  of	  the	  Bumblebee.	  	  	  
Volodos	  picked	  up	  where	  Horowitz	  left	  off,	  not	  only	  in	  spirit,	  but	  also	  practically.	  	  
In	  spirit,	  Volodos	  is	  as	  bravely	  unapologetic	  as	  Horowitz	  when	  it	  comes	  to	  touching	  up	  
an	  existing	  composition	  in	  order	  to	  serve	  to	  his	  interpretation.	  	  Volodos	  undoubtedly	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
119 The criteria for my definition of “major pianist” is based on a pianist who performs 
regularly at the most notable venues (subscription concerts), appears as a soloist with the 
major orchestras, and releases commercial recordings on mainstream labels.   
120 Hellaby, 10. 
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follows	  Horowitz’s	  footsteps	  when	  it	  comes	  to	  virtuoso	  repertoire.	  	  In	  several	  pieces,	  
such	  as	  the	  ones	  I	  have	  examined	  in	  the	  previous	  chapters	  (Liszt’s	  Vallée	  d’Obermann,	  
Hungarian	  Rhapsody	  No.	  13,	  Liszt’s	  Rákóczi	  March,	  and	  Moszkowski’s	  Étincelles),	  he	  
further	  elaborates	  upon	  what	  Horowitz	  had	  already	  altered.	  	  Modification	  upon	  
modification	  was	  a	  practice	  that	  ran	  throughout	  the	  Golden	  Age.	  	  Liszt	  made	  a	  concert	  
paraphrase	  on	  Schubert’s	  March	  Militaire	  No.	  1	  for	  solo	  piano	  (transposed	  to	  D-­‐flat	  
major).	  	  His	  pupil,	  Tausig,	  continued	  to	  elaborate	  on	  what	  his	  teacher	  had	  done.121	  	  
Horowitz	  then	  updated	  Tausig’s	  modifications	  yet	  again.	  	  	  
Volodos’	  score	  modifications	  clearly	  demonstrate	  his	  knowledge	  of	  Golden	  Age	  
pianism	  and	  its	  idioms.	  	  His	  harmonic	  alterations	  evoke	  Busoni	  and	  Godowsky,	  while	  his	  
enhanced	  passagework	  resembles	  Horowitz	  and	  Cziffra.	  	  His	  reworking	  of	  Mozart’s	  
Rondo	  alla	  Turca	  (from	  Sonata	  in	  A	  major,	  K.	  331)	  epitomizes	  his	  identity	  as	  a	  post-­‐
Golden	  Age	  virtuoso,	  in	  which	  he	  imaginatively	  transforms	  one	  of	  the	  most	  familiar	  
melodies	  into	  an	  encapsulation	  of	  score	  modification	  in	  virtuoso	  repertoire.	  	  This	  
arrangement	  (or	  concert	  paraphrase)	  has	  gained	  enormous	  popularity	  ever	  since	  its	  
release	  and	  has	  made	  Volodos	  into	  a	  cult	  figure	  among	  pianophiles.	  	  On	  Hellaby’s	  
spectrum	  of	  modifications,	  Volodos’	  frequently	  performed	  arrangement	  of	  the	  Rondo	  
alla	  Turca	  would	  be	  considered	  a	  formal	  one	  (as	  an	  arrangement),	  and	  a	  conversion	  
from	  primary	  to	  secondary	  score.	  	  However,	  it	  is	  important	  to	  note	  that	  it	  has	  never	  
been	  officially	  transcribed	  for	  publication.	  	  Dedicated	  pianophiles	  around	  the	  world	  have	  
valiantly	  transcribed	  the	  paraphrase	  by	  ear	  and	  generously	  disseminated	  the	  score	  on	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
121 Tausig’s paraphrase on March Militaire became far more popular than Liszt’s. 
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the	  Internet.	  	  There	  are	  now	  countless	  videos	  of	  people	  performing	  this	  paraphrase	  on	  
YouTube,	  ranging	  from	  amateurishly	  recorded	  young	  students	  to	  world-­‐renowned	  
concert	  pianists	  performing	  it	  on	  some	  of	  world’s	  biggest	  stages.	  	  Technological	  
advances	  have	  made	  the	  notation	  of	  many	  virtuosic	  arrangements	  and	  alterations	  by	  
post-­‐Golden	  Age	  pianists	  have	  accessible	  on	  the	  Web.	  	  This	  modern	  way	  of	  
dissemination	  fuels	  the	  engine	  that	  keeps	  the	  tradition	  alive.	  	  	  
As	  the	  torchbearer	  of	  score	  alteration	  in	  virtuosic	  repertoire,	  Volodos	  
understands	  the	  dichotomy	  between	  Beethoven	  and	  Liszt	  (an	  issue	  I	  examined	  in	  the	  
first	  chapter).	  	  Volodos	  is	  fully	  aware	  what	  type	  of	  score	  is	  mutable	  and	  what	  is	  not.	  	  
Since	  his	  aforementioned	  debut	  recording,	  Volodos	  has	  been	  incorporating	  music	  not	  of	  
virtuosic	  nature	  in	  his	  concerts	  as	  well	  as	  discography.	  	  His	  last	  few	  recordings	  and	  
recent	  concerts	  have	  featured	  Beethoven,	  Schubert,	  Brahms,	  Federico	  Mompou,	  Ravel	  
and	  Schumann.	  	  There	  is	  no	  reworking	  to	  be	  found	  in	  those	  composers’	  scores.	  	  As	  his	  
discography	  reveals,	  he	  can	  discern	  the	  crucial	  difference	  between	  music	  that	  is	  rooted	  
in	  the	  Beethovenian	  ideal	  and	  compositions	  that	  come	  from	  the	  Lisztian	  tradition.	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One	  quality	  Cziffra	  and	  Volodos122	  have	  in	  common	  is	  their	  love	  for	  jazz	  and	  their	  
ability	  to	  improvise	  in	  that	  style.	  	  Although	  Volodos	  has	  never	  performed	  as	  a	  jazz	  pianist	  
in	  a	  bar	  like	  Cziffra	  did,	  he	  can	  be	  seen	  in	  several	  videos	  on	  YouTube123	  improvising	  in	  
jazz	  standards	  by	  Gershwin,	  Bill	  Evans	  and	  the	  like.	  	  Hearing	  Volodos’	  modifications	  in	  a	  
virtuosic	  piece	  for	  the	  first	  time	  actually	  resembles	  the	  same	  experience	  as	  attending	  a	  
jazz	  show	  and	  watching	  the	  performer	  improvise	  a	  standard	  from	  the	  American	  
Songbook.	  	  The	  fact	  that	  these	  two	  virtuosos	  are	  so	  well-­‐versed	  in	  the	  world	  of	  jazz	  
proves	  that	  improvisation	  is	  the	  fountainhead	  of	  score	  alteration	  and	  the	  common	  
denominator	  for	  virtuosity	  in	  any	  style	  of	  music.	  	  In	  addition	  to	  their	  impressive	  
technical	  prowess	  and	  authoritative	  command	  at	  the	  piano,	  Cziffra	  and	  Volodos	  also	  
possess	  finessed	  keyboard	  harmony	  skills	  –	  an	  imperative	  and	  necessary	  quality	  for	  any	  
jazz	  pianist.	  	  Having	  keyboard	  harmony	  skills	  enables	  one	  to	  improvise,	  which	  then	  
allows	  the	  performer	  to	  think	  from	  behind	  the	  score,	  as	  a	  composer,	  and	  apply	  
necessary	  modifications,	  if	  needed,	  to	  suit	  his	  or	  her	  interpretation.	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
122 Aside from Cziffra and Volodos, Friedrich Gulda is another notable pianist who was 
able to skillfully improvise in the styles of jazz and rock.  However, he did not modify 
virtuosic compositions the way Cziffra and Volodos did.  Even though he would combine 
classical and non-classical items in a concert, they were separated from music from the 
classical repertoire.  He did perform at high-profile jazz venues such as the Birdland and 
composed jazz works.   
123 Video footages from YouTube: Cziffra plays jazz 
https://www.youtube.com/watch?v=FdftsCJuldE, Cziffra plays Tea for Two 
https://www.youtube.com/watch?v=K42jMs_xw2w. Volodos Plays Bill Evans 
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When	  Busoni	  died	  in	  1924,	  jazz	  was	  coincidentally	  blossoming	  in	  the	  United	  
States	  with	  the	  birth	  of	  swing.	  	  That	  year	  in	  particular	  was	  pivotal	  in	  the	  world	  of	  jazz:	  
Gershwin	  premiered	  his	  Rhapsody	  in	  Blue	  along	  with	  Paul	  Whiteman	  and	  his	  big	  band,124	  
singer-­‐trumpeter	  Louis	  Armstrong	  and	  saxophonist	  Coleman	  Hawkins	  both	  moved	  to	  
New	  York	  City	  to	  work	  with	  pianist-­‐arranger	  Fletcher	  Henderson,	  and	  composer-­‐pianist	  
Duke	  Ellington	  made	  his	  first	  recording.	  	  The	  big	  band	  genre	  of	  the	  1920s	  soared	  
through	  the	  1930s	  and	  led	  to	  the	  swing	  era,	  which	  gradually	  began	  to	  feature	  a	  
significant	  amount	  of	  improvisation.	  	  As	  jazz	  proliferated	  and	  evolved	  into	  many	  
subgenres	  over	  the	  next	  few	  decades,	  the	  one	  stylistic	  constant	  was	  improvisation.	  
In	  jazz,	  improvisation	  is	  the	  motor	  that	  generates	  content.	  	  When	  a	  jazz	  
composition	  is	  written	  for	  a	  large	  ensemble,	  such	  as	  a	  big	  band,	  the	  majority	  of	  the	  
performance	  is	  usually	  based	  on	  pre-­‐arranged	  material,	  in	  which	  players	  will	  play	  as	  the	  
score	  indicates;	  however,	  in	  these	  cases,	  the	  arrangements	  will	  still	  feature	  segments	  of	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
124 In addition to my discussion in the first chapter on the improvisatory aspect of the 
premiere of Rhapsody in Blue, the way Gershwin was able to eloquently fuse together the 
classical and jazz idioms into one single work was highly significant.  The genesis of this 
iconic work came about when George’s brother and his lyricist, Ira, happened to read an 
article in the New York Tribune on January 4, 1924, stating that the Paul Whiteman 
planned to present a concert to promote serious modern American music, and that the 
program would feature a new jazz concerto by Gershwin, among other 
commissions.  This was news to Gershwin!  Whiteman was ultimately able to persuade 
Gershwin to write a piece, even though the composer, at that point, had only a few weeks 
to work.  Given the limited amount of time, Gershwin opted for a freely structured 
fantasy that encompasses several contrasting episodes (much like a Liszt rhapsody) instead 
of a multi-movement concerto.  The premiere took place at the Aeolian Hall in New 
York on February 12, 1924, with Whiteman as the conductor and Gershwin as the piano 
soloist.  Among the notable musical figures present at the premiere were Sergei 
Rachmaninoff, Igor Stravinsky, Fritz Kreisler and John Philip Sousa.  At this first 
performance, Gershwin did not have a significant portion of the piano solo part written 
down, so he improvised a great deal of the part, much like Mozart did with his own piano 
concerti. 
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soloists	  improvising	  for	  the	  purpose	  of	  textural	  contrast	  and	  more	  importantly,	  the	  
display	  of	  virtuosity.	  	  For	  mediums	  such	  as	  small	  combos	  (the	  equivalent	  of	  chamber	  
music	  in	  classical	  terminology)	  and	  solo	  performance,	  improvisation	  essentially	  becomes	  
the	  main	  substance	  of	  the	  music.	  	  The	  standard	  structure	  of	  a	  jazz	  performance	  consists	  
of	  a	  drawn-­‐out	  section	  of	  improvisation	  that	  occupies	  most	  of	  the	  performance	  of	  a	  
given	  tune,	  bookended	  by	  the	  head	  (the	  chorus	  of	  a	  tune	  that	  is	  played	  without	  
improvisation	  or	  with	  very	  minimal	  modification).	  	  The	  improvisatory	  segment	  is	  
essentially	  a	  series	  of	  variations	  based	  on	  the	  head,	  in	  the	  spirit	  of	  a	  cadenza	  in	  a	  
concerto	  from	  the	  classical	  era.	  	  The	  performer	  would	  build	  a	  narrative	  based	  on	  
melodic	  and	  rhythmic	  ideas	  spun	  out	  of	  the	  tune,	  within	  the	  stricture	  of	  the	  harmonic	  
progression	  of	  the	  original	  version.	  	  The	  cadenza-­‐like	  aspect	  of	  the	  improvisation	  in	  jazz	  
allows	  the	  musician	  free	  rein	  to	  demonstrate	  virtuosity,	  while	  letting	  his	  or	  her	  
imagination	  dictate	  the	  flow	  of	  the	  performance.	  	  	  	  
As	  improvisation	  was	  disappearing	  in	  the	  world	  of	  classical	  music	  during	  the	  
twilight	  of	  the	  Golden	  Age,	  it	  found	  its	  way	  into	  the	  world	  of	  jazz.	  	  The	  way	  jazz	  
performers	  unfold	  their	  improvisation	  embodies	  elaboration	  upon	  the	  melodic	  content	  
and	  the	  re-­‐harmonization	  of	  a	  given	  chord	  progression.	  	  They	  modify	  the	  score	  in	  every	  
single	  performance.	  	  No	  competent	  jazz	  player	  would	  ever	  replicate	  a	  solo;	  therefore,	  no	  
performance	  is	  ever	  the	  same.	  	  Keith	  Jarrett’s	  many	  renditions	  of	  Harold	  Arlen’s	  Over	  
the	  Rainbow	  are	  always	  performed	  in	  the	  same	  key	  of	  F	  major,	  with	  more	  or	  less	  the	  
same	  tempo	  and	  similar	  layout,	  but	  the	  actual	  notes	  he	  plays	  are	  never	  the	  same.	  	  Even	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when	  he	  uses	  the	  same	  harmonic	  scheme,	  he	  will	  substitute	  or	  re-­‐voice125	  the	  chords,	  as	  
any	  skillful	  jazz	  performer	  would	  do.	  	  His	  presentation	  of	  Over	  the	  Rainbow	  from	  his	  
2016	  concert	  in	  Munich	  contains	  many	  inner	  voices,	  textural	  changes,	  and	  chromatic	  
substitutions,	  along	  with	  an	  extended	  coda,	  resulting	  in	  a	  passionate	  rendition.	  	  In	  the	  
performance	  of	  the	  same	  standard	  he	  gave	  twenty	  years	  earlier,	  in	  Genoa,	  his	  harmonic	  
vocabulary	  was	  comparatively	  simple,	  more	  diatonic	  throughout	  the	  first	  half,	  and	  the	  
texture	  relatively	  less	  complex,	  reflecting	  a	  more	  objective	  approach.	  	  In	  the	  legendary	  
concert	  at	  La	  Scala,	  in	  1997,	  where	  he	  played	  Arlen’s	  tune	  as	  an	  encore,	  the	  
performance	  was	  more	  tender,	  ethereal,	  and	  somewhat	  softer	  in	  terms	  of	  dynamics.	  	  
The	  beauty	  of	  jazz,	  as	  we	  can	  see	  from	  various	  ways	  Jarrett	  plays	  the	  same	  tune,	  is	  its	  
unpredictability.	  	  A	  universally	  recognized	  ballad	  like	  Over	  the	  Rainbow	  is	  always	  
evolving,	  even	  though	  every	  performer	  knows	  the	  original	  by	  Judy	  Garland	  (from	  the	  
film,	  The	  Wizard	  of	  Oz),	  even	  so,	  no	  one	  can	  predict	  the	  way	  Jarrett,	  or	  anyone	  else,	  is	  
going	  to	  unfold	  his	  performance.	  	  
The	  way	  Liszt	  improvised	  on	  popular	  Italian	  and	  French	  operatic	  arias	  as	  well	  as	  
Schubert	  lieder	  in	  his	  concerts	  is	  fundamentally	  the	  same	  as	  the	  way	  a	  jazz	  musician	  
plays	  a	  tune	  from	  the	  American	  Songbook	  or	  a	  rock	  band	  covers	  a	  song	  by	  The	  Beatles.	  	  
Liszt	  was	  not	  only	  the	  first	  to	  establish	  the	  solo	  piano	  recital;	  he	  was	  also	  the	  first	  cover	  
artist,	  in	  the	  sense	  that	  he	  borrowed	  repertoire	  from	  others	  and	  put	  his	  personal	  stamp	  
on	  it.	  	  His	  disciples	  followed	  suit	  throughout	  the	  Golden	  Age.	  	  For	  example,	  Liszt	  covered	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
125 The term “voicing” carries different meaning in classical and in jazz.  In classical 
music, voicing implies the balancing of the multiple voices in a chord, in order show the 
hierarchy of voices.  On the hand, voicing in jazz means the particular way of spelling 
and arranging the notes of a chord to reflect the desired tone color. 
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Mendelssohn’s	  "Wedding	  March”	  from	  A	  Midsummer	  Night’s	  Dream,	  then	  Horowitz	  
covered	  and	  modified	  Liszt’s	  paraphrase,	  then	  Volodos	  covered	  Horowitz’s	  version.	  	  In	  
jazz	  and	  popular	  music,	  the	  cover	  version	  is	  sometimes	  more	  popular	  than	  its	  original.	  	  
Paul	  McCartney	  pointed	  out	  in	  an	  interview	  on	  The	  Late	  Show	  with	  Stephen	  Colbert126	  
that	  most	  people	  forget	  the	  fact	  that	  “Twist	  and	  Shout”	  was	  written	  by	  the	  Isley	  
Brothers,	  not	  the	  Beatles	  (whose	  cover	  of	  the	  song	  became	  more	  famous).	  	  He	  was	  then	  
asked	  about	  his	  favorite	  covers	  of	  his	  own	  song,	  “Yesterday”	  –	  the	  song	  that	  has	  the	  
most	  cover	  versions	  of	  any	  song	  ever	  written,	  according	  to	  the	  Guinness	  World	  Records	  
–	  and	  McCartney	  seemed	  pleased	  that	  his	  own	  composition	  has	  been	  performed	  in	  
thousands	  of	  ways,	  regardless	  of	  how	  many	  times	  the	  song	  has	  been	  modified.	  	  	  
In	  addition	  to	  playing	  jazz	  standards,	  Brad	  Mehldau,	  one	  of	  the	  most	  prominent	  
jazz	  pianists	  of	  our	  generation,	  enjoys	  covering	  music	  of	  rock	  bands	  and	  solo	  artists	  from	  
The	  Beatles	  to	  Nick	  Drake	  to	  Nirvana	  to	  Radiohead.	  	  He	  goes	  further	  than	  just	  the	  
common	  expectation	  of	  improvising	  a	  different	  solo	  every	  time,	  as	  he	  creatively	  changes	  
his	  approach	  from	  one	  performance	  to	  another.	  	  He	  has	  frequently	  covered	  Radiohead’s	  
Exit	  Music	  (For	  A	  Film)	  both	  as	  a	  soloist	  as	  well	  as	  with	  his	  trio,	  and	  has	  recorded	  it	  three	  
times.	  	  In	  the	  live	  version	  he	  did	  with	  his	  combo	  on	  the	  album	  Art	  of	  the	  Trio	  4,	  he	  
developed	  motifs	  and	  built	  upon	  them	  during	  the	  solo	  section	  in	  ways	  that	  evoked	  
Bachian127	  contrapuntal	  texture,	  Brahmsian	  developing	  variations	  and	  Lisztian	  virtuosity.	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
126 Aired on September 24, 2019. 
127 In an essay, Jazz’s high stakes and tragic failures Mehldau said, “the profundity of 
improvisation in jazz is unique, and that profundity arises partially because of jazz’s deep 
engagement in a tradition that is more Bach than blues: the tradition of 12-tone 
functional harmony.” 
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Since	  this	  was	  recorded	  live	  (in	  1999	  at	  the	  Village	  Vanguard,	  as	  the	  last	  number	  of	  the	  
set),	  Mehldau’s	  performance,	  artfully	  supported	  by	  his	  drummer128	  and	  bassist129,	  was	  
far	  more	  intense	  and	  passionate	  than	  the	  studio	  recording,130	  with	  an	  exhilarating	  
climax	  leading	  to	  the	  recapitulation	  of	  the	  head.	  	  When	  Mehldau	  performed	  Exit	  Music	  
by	  himself	  at	  the	  Jazz	  in	  Marciac	  Festival,	  instead	  of	  the	  lyrical	  approach	  he	  
demonstrated	  in	  the	  aforementioned	  recordings,	  he	  opted	  for	  a	  more	  percussive	  
accompaniment	  and	  minimalistic	  texture,	  which	  worked	  as	  effectively	  as	  other	  versions.	  	  
His	  imaginative	  ways	  of	  modifying	  the	  same	  song,	  along	  with	  Radiohead’s	  original	  
version,	  displays	  the	  song’s	  potential	  and	  possibilities.	  	  Cover	  versions	  are	  not	  merely	  
modifications	  on	  the	  original	  composition;	  they	  are	  offspring.	  
Several	  aspects	  of	  Liszt’s	  contributions	  as	  a	  concert	  pianist,	  composer,	  
pedagogue,	  and	  editor	  are	  actually	  not	  far	  from	  what	  jazz	  musicians	  do.	  	  In	  particular,	  
the	  way	  Liszt	  modified	  the	  score	  in	  his	  performances,	  taught	  his	  students	  how	  to	  
improvise	  new	  cadenzas	  and	  codas,	  and	  edited	  the	  scores	  of	  fellow	  composers,	  suggest	  
that	  we	  should	  never	  feel	  trapped	  in	  the	  notation	  once	  we	  have	  assimilated	  the	  
language	  and	  parameters	  in	  which	  the	  composer	  was	  working.	  	  Jazz	  is	  captivating	  
because	  the	  players	  are	  never	  held	  captive	  by	  the	  sheet	  music.	  	  It	  is	  possible	  for	  a	  
classical	  musician	  to	  give	  a	  serviceable	  performance	  without	  ever	  fully	  assimilating	  how	  
the	  music	  functions.	  	  In	  the	  world	  of	  jazz,	  that	  level	  of	  comprehension	  would	  not	  be	  
adequate	  for	  a	  jazz	  musician	  to	  give	  a	  competent	  performance.	  	  Jazz	  players’	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
128 Jorge Rossy. 
129 Larry Grenadier. 
130 Art of The Trio, Volume 3. 
	   153	  
relationship	  with	  written	  notation	  is	  never	  built	  on	  the	  composition	  itself	  and	  its	  own	  
parameters,	  as	  there	  is	  not	  enough	  information	  given	  on	  a	  chart.	  	  A	  melodic	  line	  on	  a	  
single	  stave	  along	  with	  chord	  symbols	  indicated	  on	  top	  of	  it	  is	  not	  sufficient	  for	  the	  jazz	  
player	  to	  flesh	  out	  a	  performance.	  	  To	  be	  able	  to	  give	  a	  performance	  as	  a	  jazz	  musician,	  
he	  or	  she	  must	  deeply	  understand	  harmony,	  voice	  leading,	  form,	  and	  style.	  	  	  
There	  are	  other	  similarities	  between	  the	  practices	  of	  Liszt	  and	  the	  practices	  of	  
jazz.	  	  The	  inclusion	  of	  ossia	  and	  cuts	  in	  his	  works,	  as	  I	  examined	  in	  the	  second	  chapter,	  is	  
not	  unlike	  the	  juxtaposition	  of	  two	  choruses	  in	  a	  jazz	  player’s	  solo.	  	  It	  is	  also	  similar	  to	  
the	  compact	  disc	  reissues131	  of	  legendary	  jazz	  albums	  such	  as	  Miles	  Davis’	  Kind	  of	  Blue	  
and	  Bill	  Evans’	  Waltz	  for	  Debby,	  where	  alternate	  takes	  are	  included	  to	  demonstrate	  the	  
many	  possibilities	  inherent	  in	  the	  same	  composition.	  	  Having	  said	  that,	  a	  classical	  music	  
recording	  will	  not	  likely	  include	  an	  alternative	  take	  of	  the	  same	  piece	  on	  the	  same	  
album,	  as	  it	  would	  be	  redundant.	  	  The	  closest	  example	  in	  classical	  music	  is	  having	  a	  
pianist	  like	  Horowitz	  refreshingly	  mixing	  and	  matching	  Liszt’s	  original	  along	  with	  
Busoni’s	  arrangement	  and	  Horowitz’s	  own	  alterations	  in	  Mephisto	  Waltz	  No.	  1,	  or	  in	  a	  
virtuoso	  paraphrase	  by	  Liszt	  that	  contains	  several	  ossia	  and	  cuts.	  	  It	  is	  interesting	  and	  
refreshing	  to	  observe	  the	  options	  different	  pianists	  choose	  to	  take.	  	  Generally	  speaking,	  
a	  commercially	  released	  classical	  recording	  will	  contain	  far	  more	  editing	  than	  a	  jazz	  
album.	  	  Since	  many	  classical	  compositions	  are	  considered	  immutable,	  admitting	  no	  
possibility	  of	  improvisation,	  the	  act	  of	  piecing	  together	  various	  takes	  and	  patches	  to	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
131 Alternate takes are available due to the benefit of technological advances, as record 
companies are able to include more tracks on a compact disc.  Long-playing record only 
holds approximately twenty-five minutes of music per side.   
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make	  the	  “perfect”	  performance	  naturally	  becomes	  the	  goal	  of	  a	  recording.	  	  This	  
process	  artificializes	  the	  music-­‐making	  and	  strips	  away	  music’s	  ephemerality.	  	  Due	  to	  
the	  immutability	  of	  the	  score,	  the	  likelihood	  of	  a	  classical	  musician	  to	  play	  a	  “wrong	  
note”	  is	  much	  higher	  than	  it	  would	  be	  for	  a	  jazz	  player.	  	  In	  a	  sense,	  there	  are	  no	  “wrong”	  
notes	  in	  jazz.	  	  Its	  written	  score	  is	  always	  mutable.	  	  	  	  
The	  way	  jazz	  musicians	  spontaneously	  modify	  the	  score	  is	  an	  attestation	  to	  the	  
infinite	  possibilities	  music	  can	  have.	  	  An	  improviser	  can	  convey	  more	  aspects	  of	  the	  
same	  composition,	  emotionally	  and	  technically,	  by	  having	  different	  voicing,	  texture,	  and	  
embellishments	  from	  one	  performance	  to	  another.	  	  In	  a	  series	  of	  essays	  Mehldau	  wrote	  
for	  Carnegie	  Hall	  as	  part	  of	  his	  residency,	  he	  observes	  that	  “improvisation,	  in	  the	  
narrative	  of	  jazz,	  is	  essentially	  a	  trope	  for	  creativity.	  	  When	  we	  witness	  an	  inspired	  
improvisation,	  we	  are	  witnessing	  the	  creative	  act	  in	  real	  time,	  in	  a	  raw,	  unbridled	  form.	  	  
This	  is	  what	  distinguishes	  jazz	  music	  from	  the	  completely	  written	  canon	  of	  Occidental	  
music	  that	  is	  one	  of	  its	  points	  of	  departure.”132	  	  No	  performance	  can	  ever	  be	  repeated,	  
nor	  should	  it	  be.	  	  For	  that	  reason,	  the	  unpredictability	  of	  jazz	  creates	  excitement,	  





	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
132 Brad Mehldau, Creativity in Beethoven and Coltrane, installment 4: Jazz’s high stakes and tragic 
failures. 
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During	  the	  years	  of	  my	  conservatory	  education,	  I	  have	  participated	  in	  numerous	  
classes	  and	  workshops	  on	  improvisation	  catered	  specifically	  to	  classically	  trained	  
students.	  	  It	  was	  always	  fascinating	  to	  observe	  the	  level	  of	  discomfort	  that	  improvisation	  
brought	  to	  highly	  skilled	  pianists.	  	  In	  some	  cases,	  even	  a	  simple	  keyboard	  harmony	  
exercise	  would	  intimidate	  conservatory	  students	  who	  were	  capable	  of	  playing	  
Rachmaninoff’s	  Third	  Concerto	  without	  dropping	  a	  note.	  	  The	  irony	  lies	  in	  the	  fact	  these	  
students	  tirelessly	  work	  to	  grab	  every	  note	  when	  they	  play	  and	  as	  a	  result,	  they	  have	  a	  
fear	  of	  “dropping”	  notes;	  therefore,	  when	  they	  are	  asked	  to	  make	  them	  up,	  they	  are	  at	  
loss	  for	  notes.	  	  The	  deeper	  issue	  here,	  though,	  is	  the	  lack	  of	  understanding	  and	  
command	  of	  harmony.	  	  When	  we	  study	  a	  work	  written	  in	  the	  common	  practice	  era,	  we	  
live	  in	  a	  tonal	  world	  where	  every	  chord	  works	  together	  as	  part	  of	  larger	  whole.	  	  For	  
instance,	  a	  D♭major	  chord	  is	  never	  just	  a	  stand-­‐alone	  triad;	  it	  has	  a	  function	  based	  on	  
its	  relation	  to	  other	  chords	  in	  the	  context	  of	  a	  given	  key.	  	  True	  integrity	  in	  music-­‐making	  
requires	  thorough	  understanding	  of	  the	  harmonic	  content	  of	  any	  given	  piece.	  	  I	  have	  
attended	  many	  master	  classes	  given	  by	  Murray	  Perahia,	  and	  he	  consistently	  advised	  
young	  students	  to	  go	  deeper	  into	  a	  score,	  especially	  into	  the	  harmonic	  aspects	  of	  a	  
given	  work.	  	  By	  the	  same	  token,	  in	  reference	  to	  improvisation	  in	  jazz,	  Mehldau	  says,	  
“[the]	  success	  rests	  on	  inspired	  improvisation	  that	  is	  nevertheless	  grounded	  in	  nuanced	  
understanding	  of	  functional	  harmony;	  there	  can	  be	  no	  sidestepping	  that.”133	  	  If	  a	  pianist	  
is	  able	  to	  improvise,	  it	  reflects	  a	  certain	  level	  of	  comprehension	  of	  the	  musical	  language	  
and	  its	  idioms.	  	  The	  ability	  to	  improvise	  will	  also	  immediately	  add	  more	  spontaneity	  to	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one’s	  playing.	  	  Classical	  musicians	  of	  the	  twenty-­‐first	  century,	  perhaps,	  can	  learn	  from	  
non-­‐classical	  musicians	  in	  that	  regard.	  
Being	  able	  to	  improvise	  opens	  one’s	  eyes	  to	  see	  a	  composition	  from	  a	  different	  
perspective,	  to	  relate	  to	  the	  process	  of	  its	  construction.	  	  Once	  a	  pianist	  develops	  a	  
rapport	  with	  a	  work,	  he	  or	  she	  may	  feel	  the	  need,	  as	  an	  interpreter,	  to	  renovate	  and	  
modernize	  the	  piece.	  	  Whether	  it	  is	  the	  score	  of	  a	  composition	  by	  Liszt	  or	  a	  chart	  of	  a	  
tune	  by	  Davis,	  the	  notation	  should	  serve	  chiefly	  as	  a	  point	  of	  departure.	  	  The	  
composition	  comes	  alive	  when	  it	  is	  being	  performed.	  	  Music	  is	  intangible	  and	  
ephemeral.	  	  That	  being	  so,	  there	  is	  an	  inevitable	  mutability	  that	  comes	  with	  it	  in	  the	  
broad	  sense	  of	  the	  word.	  	  Hamilton	  states,	  “once	  a	  piece	  of	  music	  is	  released	  into	  the	  
world,	  it	  can	  take	  on	  a	  life	  of	  its	  own	  rather	  different	  from	  any	  its	  creator	  could	  have	  
expected.”134	  	  While	  we	  should	  put	  the	  great	  composers	  on	  a	  pedestal,	  the	  role	  of	  the	  
performer	  should	  never	  be	  undervalued.	  	  A	  well-­‐informed	  performer	  may	  conceivably	  
discover	  more	  possibilities	  than	  the	  creator	  can	  foresee.	  	  A	  composition,	  after	  all,	  exists	  
to	  be	  interpreted	  and	  played.	  	  Purists	  put	  such	  emphasis	  on	  obeying	  the	  letter	  of	  the	  
score	  that	  they	  sometimes	  forget	  that	  they	  are	  also	  essentially	  interpreting,	  albeit	  in	  a	  
more	  conservative	  way.	  	  The	  same	  applies	  to	  urtext	  editions,	  which,	  more	  often	  than	  
not,	  are	  produced	  by	  musicologists	  who	  do	  not	  perform.135	  	  A	  performer	  is	  an	  
interpreter	  who	  makes	  musical	  decisions	  based	  on	  his	  or	  her	  integrity,	  knowledge,	  and	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assumption;	  therefore,	  the	  process	  of	  music-­‐making	  is	  a	  highly	  subjective	  artistic	  
activity.	  	  This	  is	  especially	  true	  in	  terms	  of	  virtuosic	  repertoire,	  as	  a	  showpiece	  requires	  a	  
certain	  amount	  of	  ego	  to	  perform	  on	  stage,	  in	  the	  best	  sense	  of	  the	  word.	  	  That	  sense	  
ego	  does	  not	  mean	  disrespect	  to	  the	  composer,	  or	  arrogance;	  it	  is	  self-­‐assurance,	  
without	  which	  virtuosity	  will	  not	  exist.	  	  The	  danger	  of	  the	  purist	  doctrine	  is	  that	  it	  can	  
have	  the	  tendency	  to	  encourage	  submissive,	  superficial	  interpreters	  to	  perform	  in	  an	  
innocuous	  way,	  which	  endangers	  the	  current	  musical	  climate.	  
When	  I	  have	  performed	  a	  piece	  of	  music	  more	  than	  a	  few	  times	  and	  need	  to	  
perform	  it	  more,	  I	  instinctively	  want	  to	  search	  for	  new	  ways	  to	  refresh	  the	  piece	  and	  
new	  ways	  to	  shape	  it.	  	  In	  order	  to	  do	  so,	  I	  need	  to	  liberate	  myself	  first	  to	  allow	  new	  
interpretative	  insights.	  	  This	  might	  lead	  to	  modifying	  the	  score	  in	  some	  contexts,	  
especially	  music	  of	  virtuosic	  nature.	  	  I	  will	  go	  as	  far	  as	  improvising	  and	  adding	  material	  
on	  top	  of	  an	  existing	  composition.	  	  But	  I	  often	  feel	  guilty	  for	  doing	  so	  because	  I	  hear	  a	  
voice,	  ingrained	  in	  my	  head	  from	  the	  many	  years	  of	  my	  conservatory	  upbringing,	  saying,	  
“if	  the	  composer	  wanted	  it	  that	  way,	  he	  would	  have	  written	  it!”	  	  In	  a	  discussion	  about	  
Horowitz’s	  habit	  of	  reworking	  existing	  compositions,	  piano	  pedagogue	  John	  Perry	  says,	  
“it	  is	  very	  difficult	  to	  distinguish	  truth	  from	  assumption,	  especially	  since	  you	  do	  not	  
realize	  that	  it	  is	  not	  necessarily	  true.	  […]	  People	  overestimate	  the	  wrath	  the	  composer	  
would	  feel	  toward	  an	  artist	  ‘personalizing’	  his	  composition.”136	  	  When	  Horowitz	  alters	  
the	  score,	  he	  is	  updating	  it	  for	  the	  modern	  concert	  hall	  and	  piano.	  	  Composers	  who	  
wrote	  for	  the	  instrument,	  such	  as	  Liszt,	  would	  most	  likely	  adjust	  certain	  aspects	  of	  their	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composition	  in	  order	  to	  suit	  today’s	  instrument	  and	  acoustic.	  	  The	  assumption	  that	  the	  
composer	  would	  have	  written	  a	  certain	  piece	  in	  such	  way	  “if	  he	  wanted	  to”	  is	  no	  closer	  
to	  the	  truth	  than	  the	  assumption	  that	  nineteenth	  century	  composers	  would	  write	  
differently	  if	  they	  were	  composing	  on	  today’s	  piano	  and	  concert	  halls.	  	  As	  Hamilton	  
points	  out,	  “If	  we	  therefore	  adhere	  strictly	  to	  the	  letter	  of	  the	  score,	  as	  usually	  defined	  
nowadays,	  we	  may	  in	  fact	  end	  up	  with	  a	  performance	  rather	  different	  from	  any	  a	  
nineteenth-­‐century	  composer	  could	  have	  imagined.	  	  Our	  reading	  of	  the	  text	  itself	  simply	  
proceeds	  from	  more	  literal	  assumptions.”137	  	  	  
There	  have	  been	  instances	  where	  I	  found	  the	  need	  to	  alter	  the	  score	  due	  to	  the	  
particular	  circumstances	  of	  a	  performance.	  	  I	  have	  had	  appearances	  with	  orchestras	  in	  
which	  there	  were	  not	  enough	  players	  in	  the	  low	  string	  section	  and	  an	  incomplete	  brass	  
section	  (such	  as	  missing	  a	  third	  trombone	  and	  tuba),	  and	  so	  my	  solution	  to	  provide	  more	  
foundation	  to	  the	  overall	  sonority	  was	  to	  add	  extra	  basses,	  in	  my	  own	  part	  as	  well	  as	  
during	  the	  tutti,	  in	  classical	  as	  well	  as	  romantic	  concerti.	  	  By	  the	  same	  token,	  I	  have	  also	  
performed	  solo	  recitals	  in	  large	  spaces	  with	  a	  dry	  acoustic	  on	  a	  small	  piano,	  thus	  my	  
instinct	  was	  to	  enrich	  chords	  and	  lower	  bass	  notes	  in	  climactic	  passages	  to	  provide	  more	  
resonance	  and	  richness	  of	  the	  sound.	  	  	  
In	  the	  documentary,	  The	  Art	  of	  Piano,	  Daniel	  Barenboim	  said,	  “the	  old	  pianists	  
were	  able	  to	  read	  the	  score,	  in	  the	  profound	  sense	  of	  the	  word,	  much	  better	  than	  many	  
piano	  players	  of	  today.	  […]	  For	  all	  these	  pianists,	  regardless	  of	  where	  they	  came	  from	  or	  
what	  school	  they	  came	  from,	  the	  bible	  for	  them	  was	  the	  sound,	  and	  not	  the	  printed	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page.”138	  	  The	  bottom	  line	  is	  that,	  as	  musicians,	  we	  communicate	  through	  sound,	  not	  
the	  printed	  score.	  	  We	  work	  through	  and	  for	  the	  sake	  of	  sound.	  	  In	  his	  book,	  Everything	  
is	  Connected,	  Barenboim	  writes	  about	  the	  fact	  that	  being	  a	  musician	  inevitably	  requires	  
having	  a	  point	  of	  view,	  but	  not	  a	  capricious,	  subjective	  one;	  it	  should	  be	  based	  on	  the	  
utmost	  respect	  for	  the	  information	  gathered	  from	  the	  score,	  combined	  with	  an	  
understanding	  of	  the	  physical	  manifestations	  of	  sound.139	  	  He	  further	  adds	  that	  a	  
musician	  should	  always	  ask	  three	  crucial	  questions:	  “why,	  how	  and	  for	  what	  
purpose.”140	  	  Barenboim	  then	  sums	  up	  that	  “the	  inability	  or	  unwillingness	  to	  ask	  these	  
questions	  is	  symptomatic	  of	  a	  thoughtless	  faithfulness	  to	  the	  letter	  and	  an	  inevitable	  
unfaithfulness	  to	  the	  spirit.”141	  	  The	  letter	  and	  the	  spirit	  of	  the	  score	  are	  not	  mutually	  
exclusive.	  	  	  
Score	  alteration,	  especially	  in	  virtuosic	  repertoire,	  should	  not	  be	  seen	  as	  a	  
rebellious	  act,	  or	  disrespect	  against	  the	  composers.	  	  It	  is	  in	  fact	  the	  opposite.	  	  Virtuosity	  
is	  not	  only	  about	  the	  display	  of	  pianistic	  skill,	  but	  more	  importantly,	  it	  is	  about	  the	  
auditory	  effect	  being	  created.	  	  The	  sonorities	  of	  Liszt’s	  virtuoso	  compositions	  are	  some	  
of	  the	  most	  original	  and	  colorful	  in	  the	  piano	  repertoire.	  	  In	  1865,	  when	  the	  piano	  was	  
still	  not	  as	  powerful	  as	  today,	  Liszt	  already	  claimed	  that	  	  
The	  advances	  the	  piano	  has	  gained	  of	  late,	  in	  both	  the	  technique	  of	  
performance	  and	  in	  mechanical	  improvement,	  make	  it	  possible	  to	  
produce	  more	  and	  better	  arrangements	  than	  ever	  before.	  	  As	  a	  result	  of	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
138 Claudio Arrau, et al.  The Art of Piano: Great Pianists of the 20th Century, VHS.  Directed by 
Donald Sturrock.  New York, NY: WNET Channel 13 New York, 1999. 
139 Daniel Barenboim, Everything is Connected (London: The Orion Publishing Group Ltd., 
2008), 18. 
140 Ibid, 18. 
141 Ibid, 18. 
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the	  vast	  development	  of	  its	  harmonic	  power,	  the	  piano	  is	  trying	  more	  and	  
more	  to	  take	  possession	  of	  orchestral	  compositions.	  […]	  And	  it	  leaves	  to	  
the	  orchestra	  no	  other	  advantages	  than	  those	  of	  contrasting	  tone	  colors	  
and	  mass	  effects.142	  
	  
The	  sonority	  a	  modern	  piano	  can	  produce	  can	  rival	  a	  full	  orchestra.	  	  The	  excitement	  a	  
virtuosic	  arrangement	  can	  bring	  is	  the	  triumphant	  culmination	  of	  both	  the	  
transformation	  that	  piano	  went	  through	  as	  an	  instrument	  and	  the	  testament	  to	  the	  
Golden	  Age	  of	  pianism.	  	  The	  list	  of	  pianists	  I	  have	  mentioned	  throughout	  this	  
dissertation	  who	  modify	  the	  score	  in	  their	  performances,	  from	  Liszt	  to	  Volodos,	  all	  
employ	  the	  practice	  out	  of	  their	  sincere	  respect	  for	  the	  printed	  notation,	  along	  with	  
their	  profound	  understanding	  of	  the	  physical	  manifestation	  of	  sound.	  	  They	  do	  it	  to	  
enhance	  the	  aural	  aspect	  of	  the	  concert-­‐going	  experience.	  	  Based	  on	  the	  frenzied	  
screams	  and	  thunderous	  applause	  heard	  on	  many	  of	  Horowitz’s	  live	  recordings,	  I	  can	  
hardly	  imagine	  that	  when	  his	  hands	  flew	  over	  the	  keyboard	  with	  those	  rapid	  double	  
octaves	  at	  the	  end	  of	  the	  Mephisto	  Waltz	  No.	  1,	  that	  the	  audience	  is	  wondering	  why	  he	  
changed	  what	  Liszt	  wrote;	  and	  somehow,	  I	  see	  Liszt	  smiling.	  	  
	   	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
142 Rome, 1865, translated by Alan Walker. 
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